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TRANSLATOR'S  INTRODUCTORY 
NOTE. 

IT  was  in  1828,  and  therefore  at  the  age  of  twenty- 
five,  that  Eerlioz  began  to  take  up  the  position 
of  a  writer  upon  musical  subjects  for  several  Paris 
journals;  but  from  first  to  last  the  occupation  was  dis- 
tasteful to  him  and  never  undertaken  otherwise  than 
from  necessity.  The  principal  satisfaction  attending 
this  phase  of  his  career  may  probably  be  fixed  at  about 
the  year  1834,  when  he  became  a  recognised  and 
important  contributor  to  the  "  Gazette  musicale  de 
Paris,"  then  recently  founded.  But  even  this  literary 
connection  was  soon  afterwards  thrown  into  the  shade 
by  his  appointment  to  the  "Journal  des  Debats"; 
which  we  may  fairly  assume  him  to  have  found  at 
least  tolerable,  since  it  was  not  until  the  year  1864  that 
he  finally  gave  it  up.  It  was  a  position  which,  inde- 
pendently of  the  financial  help  it  afforded,  gave  Berlioz 
the  opportunity  of  expatiating  upon  his  artistic  ideas; 
besides  being  probably  also  one  of  some  indirect  value 
in  furthering  his  compositions,  as  a  consequence  of  the 

''  id 


X  translator's  introductory  note. 

respect  in  which  the  critic  of  so  important  a  newspaper 
wotild  naturally  be  held. 

Berlioz  is  therefore  one  of  the  few  great  composers 
who,  without  pretending  to  eminence,  have  neverthe- 
less cut  a  very  respectable  figure  m  the  literary  world. 
His  writings,  however,  differ  materially  from  these  of 
the  other  two  celebrated  musicians  whose  dissertations 
have  proved  of  such  immense  value  to  artists  gener- 
ally. While  no  less  penetrating  than  those  of  either 
Schumann  or  Wagner  the  criticisms  of  Berlioz  are  char- 
acterised by  a  more  pungent  wit ;  and  the  happiness  of 
his  mode  of  expression  very  often  goes  far  to  atone 
for  the  severity  of  his  views.  ^Moreover,  though  prob- 
ably without  actually  standing  for  any  greater  earnest- 
ness on  that  account,  his  vv'armth  of  temperament  is 
greatly  reflected  m  his  writings,  their  utility  to  the 
reader  being  thereby  greatly  increased.  This  takes 
the  form  that  whatever  he  desires  to  express  is  so 
vividly  pictured,  so  graphically  illustrated  and  so  pas- 
sionately set  forth,  that,  not  only  is  a  conviction  in  its 
favour  rendered  an  almost  foregone  conclusion,  but  the 
perusal  of  his  page  is  coupled  with  an  am^ount  of  enter- 
tainment which  dispenses  the  memory  from  all  effort. 

The  leading  items  of  Berlioz's  literary  output  are 
comprised  in  the  following  list : 

"Voyage  Musical  en  Allemagne  et  en  Italic."    (Paris, 

1845.)^ 

"Les  Soirees  de  I'Orchestre."     (Paris,   1853-4.) 

"Les  grotesques  de  la  Musique."     (Paris,  1859.) 


translator's    introductory   note.  XI 

"A  travers  Chants."  (Paris,  1862.) 
in  addition  to  which  volumes  are  extant  entitled, 
respectively,  "  La  musique  et  les  musiciens,"  "  Corres- 
pondance  inedite,"  "  Lettres  intimes  "  and  "  Memoires." 
There  is  also  the  treatise  on  instrumentation;  which,  in 
spite  of  the  many  changes  in  constitution  of  the  orches- 
tra since  the  date  of  its  production,  still  retains  a  high 
degree  of  authority.  Of  the  musical  merit  of  Berlioz, 
however,  we  have  no  purpose  at  present  to  speak;  but 
entirely  of  his  criticisms  and  specially,  of  course,  of 
those  contained  in  the  present  work. 

The  first  part  now  introduced  is  comprised  princi- 
pally of  the  review  of  Beethoven's  symphonies  and  that 
of  "Fidelio";  with  regard  to  the  former  of  which  it 
may  be  doubted  whether,  in  spite  of  the  vast  amount  of 
literature  to  which  those  masterworks  have  given  rise, 
any  have  yet  appeared  to  depict  so  vividly  their  lead- 
ing features.  It  is  quite  safe  to  aver  that  the  merit  of 
other  literature  devoted  to  the  subject  can  never  place 
these  descriptions  out  of  date;  for  they  can  be  read 
with  an  intense  pleasure  even  by  those  unacquainted 
with  the  scores  to  which  they  refer — a  singular  merit 
in  analyses  which  are  at  the  same  time  musicianly  in 
the  very  highest  degree.  When  we  further  reflect  that 
they  were  written  at  a  time  when  Beethoven's  fame 
was  in  its  infancy,  comparatively,  and  that  no  subse- 
quent criticism  of  the  same  works  has  revealed  any  flaw 
in  the  views  expressed,  it  is  impossible  not  to  accord  to 
Berlioz's  judgment  our  very  highest  esteem. 


xn  TRANSLATOR'S    INTRODUCTORY   NOTE. 

The  same  general  terms  apply  equally  to  the  descrip- 
tion of  "Fidelio";  the  study  of  Berlioz's  essay  being 
almost  a  necessity  for  any  student  desirous  of  becom- 
ing intelligently  familiar  with  that  opera.  The 
remarks  upon  the  smaller  works  of  Eeethoven  are  really 
in  sequel  to  those  upon  the  symphonies ;  but  in  "  Beet- 
hoven in  the  Ring  of  Saturn "  we  have  an  excellent 
sample  of  Berlioz's  wit,  and  one  which  will  greatly 
help  the  reader  to  realise  the  distinction  alluded  to  as 
existing  between  Berlioz  and  other  literary  musicians. 
The  remaining  papers  are  all  conceived  in  Berlioz's 
lighter  style;  notwithstanding  that  there  is  no  diminu- 
tion of  earnestness  in  the  treatment  of  the  serious  sub- 
jects involved.  The  only  one  in  which  Berlioz  can  be 
said  to  allow  us  to  forget  his  natural  v,armth  of  tem- 
perament is  the  introductory  essay  on  "Music";  the 
difference  in  style  of  which  is  partly  accounted  for  by 
the  author  himself,  who  tells  us  that  it  has  been  rescued 
from  a  work  no  longer  existing,  and  which  had  been 
published  twenty  years  before. 

With  regard  to  the  translation  the  endeavour  has 
been  to  enable  the  reader  to  imagine  himself  engaged 
in  the  perusal  of  an  original.  The  utmost  fidelity  to 
thought  and  spirit  has  been  preserved,  but  liberty  is 
taken  in  favour  of  occasional  collocations  more  suited 
to  the  English  idiom  than  might  have  resulted  from 
too  close  an  adherence  to  orieinal  constructions. 


MID  REALMS  OF  SONG 

(A  TRAVERS  CHANTS) 


I._MUSIC.* 

MUSIC  is  the  art  of  producing  emotion,  by  means 
of  combinations  of  sound,  upon  men  both  in- 
telligent and  gifted  with  special  and  cultivated 
senses.  To  define  music  ni  this  way  is  equivalent  to 
admitting  that  we  do  not  believe  it  to  be,  as  some  sa}", 
made  for  everybody.  Whatever  may,  in  fact,  be  the 
conditions  of  its  existence — whatever  may  have  been  at 
any  time  its  means  of  action,  whether  simple  or  com- 
plex, gentle  or  energetic — it  has  always  appeared  evi- 

*  This  chapter  was  published  some  twenty  years  ago  in  a 
book  which  no  longer  exists,  and  of  which  sundry  fragments 
are  reproduced  in  this  volume.  The  reader  may  probably  not 
be  displeased  to  meet  with  it  before  proceeding  to  follow  us  in 
the  analytical  studies  we  are  about  to  undertake  of  some  cele- 
brated c/icfs  iVoeuvrc  of  musical  art.     (Author's  note.) 
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dent  lu  the  inij)artial  observer  tluit  a  large  number  of 
persons  remained  mcapable  of  either  feeling  or  under- 
standing its  power.  Such  people  ivere  not  made  f or 
it ;  and  it  follows  that  it  was  not  made  for  them. 

j\Iusic  IS,  at  one  and  the  same  time,  both  a  sentiment 
and  a  science.  It  exacts  from  anyone  who  cultivates  it, 
whether  as  executant  or  composer,  both  a  natural  in- 
spiration and  a  range  of  knowledge  only  to  be  acquired 
by  long  study  and  profound  meditation.  It  is  this 
union  of  knowledge  with  inspiration  which  constitutes 
the  art.  Outside  these  condition.s,  therefore,  the  musi- 
cian can  only  be  an  incomplete  artist;  even  if  he  merits 
to  be  called  an  artist  at  all.  The  grand  question  as  to 
which  is  pre-eminent,  whether  a  natural  organisation 
without  study,  or  study  without  natural  organisation 
— a  question,  moreover,  which  Horace  did  not  venture 
to  decide  positively  in  the  case  of  poets — seems  to  us 
equally  difficult  to  settle  in  the  case  of  musicians.  \\'e 
have  seen  some  men,  perfectly  unacquainted  with 
science,  instinctively  produce  airs  not  only  graceful,  but 
even  sublime;  as,  for  example,  Rouget  de  I'lsle  and  his 
immortal  "Marseillaise";  but  such  flashes  of  inspira- 
tion illumine  only  part  of  art's  domain,  whilst  other 
portions,  equally  important,  remain  obscure.  From  this 
it  follows,  due  regard  being  had  to  the  complex  nature 
of  our  music,  that  these  men  could  not  be  definitively 
classified  as  musicians— THEY  LACK  THE  NECESSARY 
KNOWLEDGE.  11 


It   is  even  more  common  to   meet   with    methodical 
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natures  who  arc  calm  and  cold;  and  who,  after  having 
made  patient  theoretical  studies,  after  having  accumu- 
lated observations,  by  bringing  their  mind  to  bear  upon 
the  subject  for  a  long  time  succeed  in  drawing  all  that 
is  possible  from  their  incomplete  faculties.  Such  as 
these  manage  to  write  things  which  seem,  in  appear- 
ance, to  fulfil  the  conditions  usually  expected  from 
music;  but  they  satisfy  the  ear  without  charming  it, 
and  impart  nothing  cither  to  the  heart  or  to  the  imagina- 
tion. Now,  the  mere  satisfaction  of  the  ear  is  very  far 
removed  from  the  delicious  sensations  wdiich  that  organ 
is  capable  of  experiencing;  besides  which  the  delights 
both  of  heart  and  imagination  do  not  belong  to  the 
category  of  those  which  may  be  held  lightly  in  account. 
And,  as  these  are  both  united  to  a  sensual  pleasure  of 
the  most  lively  kind  in  all  true  musical  works  of  any 
school,  such  incapable  producers  should  also,  in  our 
opinion,  be  excluded  from  the  class  of  those  whom  we 
estimate  as  musicians :  THEY  LACK  THE  NECESSARY 
EEELING. 

What  we  call  music  is  a  new  art;  in  the  sense  that 
it  resembles  in  all  probability  but  very  slightly  what 
the  civilised  nations  of  antiquity  designated  by  that 
name.  Moreover,  we  must  hasten  to  mention  that  the 
word  music  anciently  bore  an  acceptation  of  such  ex- 
tent that,  far  from  merely  signifying,  as  nowadays, 
the  art  of  combining  sounds,  it  was  equally  applied 
to  dance,  gesture,  poetry  and  eloquence — even  the 
whole  collection  of  sciences  being  included  within  its 
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range  of  meaning.  If  we  suppose  the  word  music 
etymological ly  traceable  to  mtisc,  the  wide  meaning 
assigned  to  it  by  the  ancients  is  at  once  explained. 
It  expressed,  and  was  evidently  intended  to  express, 
ivhatever  ivas  presided  over  by  the  Muses.  This  ac- 
counts for  the  mistakes  of  interpretation  into  which 
many  commentators  of  ancient  times  have  fallen. 
There  exists,  however,  in  our  current  speech  an  estab- 
lished expression  with  a  sense  almost  as  general.  In 
speaking  of  the  union  of  works  of  intelligence,  whether 
alone  or  aided  by  certain  organs,  as  well  as  those 
exercises  of  the  body  which  our  intellect  has  poetised, 
we  say  :  Art.  It  thus  may  happen  that  the  reader 
who,  in  two  thousand  years,  may  come  across  titles  so 
commonly  applied  in  our  books  to  rambling  disser- 
tations, such  as—"  On  the  state  of  Art  in  Europe 
during  the  nineteenth  century,"  may  have  to  interpret 
it  thus:  "On  the  state  of  poetry,  eloquence,  music, 
painting,  engraving,  sculpture,  architecture,  dramatic 
action,  pantomime  and  dance  during  the  nineteenth 
century."  Evidently  with  the  exception  of  the  exact 
sciences,  to  which  it  is  not  applied,  our  word  art  cor- 
responds very  closely  to  the  word  music  as  used  by 
the  ancients. 

What  musical  art,  properly  so  called,  was  among 
them,  we  know  but  most  imperfectly.  Some  isolated 
facts,  related  perhaps  with  an  exaggeration  similar  to 
that  of  which  we  have  every  day  analogous  examples; 
the   ideas,   either   bombastic   or   altogether   absurd,   of 
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certain  philosophers;  besides,  in  some  instances,  the 
false  interpretation  of  their  writings;  all  these  tended 
to  attribute  to  their  music  an  immense  power  and  such 
an  influence  upon  manners  that  legislators  were 
obliged,  in  the  interest  of  their  people,  to  determine 
its  progress  and  regulate  its  use.  Without  taking  any 
account  of  causes  which  may  have  contributed  to  adul- 
teration of  the  truth  m  this  respect,  and  admitting 
that  the  music  of  the  Greeks  may  really  have  produced 
on  some  individuals  extraordinary  impressions — im- 
pressions neither  due  to  the  ideas  expressed  by  the 
poetry  nor  to  either  the  facial  expression  or  acting  of 
the  singer,  but  really  to  music  and  to  music  alone — • 
this  fact  would  not  in  any  way  prove  that  the  art  had 
attained  amongst  them  to  any  high  degree  of  perfec- 
tion. Who  does  not  know  the  violent  action  of  musi- 
cal sounds,  combined  in  the  most  ordinary  fashion, 
upon  nervous  temperaments  in  certain  circumstances  ? 
After  a  splendid  feast,  for  instance,  when,  excited  by 
the  intoxicating  acclamations  of  a  crowd  of  adorers ; 
by  the  remembrance  of  a  recent  triumph;  by  the  hope 
of  new  victories;  by  the  aspect  of  arms  as  well  as  by 
that  of  beautiful  slaves  surrounding  him ;  by  ideas  of 
voluptuousness  of  love,  glory,  power,  immortality — - 
the  whole  enhanced  by  the  powerful  effects  both  of 
good  fare  and  wine;  Alexander  (whose  organisation 
moreover  was  so  impressionable  that  he  could  fall  into 
ecstasy  at  the  accents  of  Timothy)  can  easily  be  im- 
agined   moved    somewhat    powerfully,    his    state    of 
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sensibility  at  the  time  being  one  almost  amounting  to 
ill-health,  without  its  requiring  any  great  efforts  on 
the  part  of  the  singer  to  produce  such  an  effect. 

Rousseau,  in  quoting  the  more  modern  example  of 
Eric,  King  of  Denmark,  who  killed  his  best  servants 
whilst  in  a  state  of  frenzy  caused  by  certain  songs, 
calls  attention,  it  is  true,  to  the  fact  that  these  unfor- 
tunates must  have  been  far  less  susceptible  to  music 
than  their  master;  or  the  danger  would  have  been 
much  reduced.  Rut  the  paradoxical  instinct  of  the 
philosopher  again  reveals  itself  in  this  witty  piece 
of  irony.  Of  course  the  servants  of  the  Danish  king 
were  not  so  susceptible  to  music  as  their  master. 
Would  it  not,  on  the  contrary,  be  very  strange  had  it 
been  otherwise  ?  Do  we  not  know  that  the  musical 
sense  becomes  developed  by  exercise  ?  That  certain 
affections  of  the  soul,  very  active  in  some  persons,  are 
much  less  so  in  others  ?  That  nervous  sensibility  is, 
in  some  degree,  the  heritage  of  the  upper  classes  of 
society;  and  that  the  lower  classes,  whether  it  be  on 
account  of  the  manual  labour  to  which  they  are  sub- 
ject or  for  an}^  other  reason,  are  comparatively  de- 
prived of  it?  It  is  because  this  inequality  of  organ- 
isation is  both  incontestable  and  incontested,  therefore, 
that  we  have  been  obliged  to  limit,  in  our  definition 
of  music,  the  number  of  those  upon  whom  it  produces 
effect. 

Nevertheless,  Rousseau,  though  he  sometimes  ridi- 
culed in  this  wav  the  accounts  of  marvels  effected  hv 
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ancient  music,  seems  to  have  been  at  other  times  so 
far  inclined  to  believe  them  as  to  place  ancient  art 
much  above  modern  :  ancient  art  being  one  which  we 
know  very  little  about,  but  respecting  which  Rousseau 
was  no  better  informed  than  ourselves.  He  ought  to 
have  been  the  last  to  depreciate  the  effects  of  our 
present  music,  for  the  enthusiasm  with  which  he  speaks 
of  them  everywhere  else  shows  that  their  intensity  in 
his  own  case  was  quite  out  of  the  common.  Rut,  how- 
ever that  may  be,  it  remains  a  fact  that,  from  merely 
ordinary  observation,  it  would  be  easy  to  quote,  in 
favour  of  the  pov.er  of  our  music,  certain  facts  which, 
to  say  the  least,  are  of  an  authority  equal  to  that  of 
doubtful  anecdotes  by  ancient  historians.  How  often 
we  have  seen,  at  the  performance  of  the  chefs  (Tantvre 
of  our  great  masters,  listeners  agitated  with  dreadful 
spasms;  crying  and  laughing  at  the  same  time,  and 
manifesting  all  the  symptoms  of  delirium  and  fever! 
One  young  provincial  musician,  under  the  influence  of 
passionate  sentiments  engendered  by  the  "Vestale"  of 
Spontini,  could  not  endure  the  idea  of  returning  to  our 
prosaic  world  after  the  poetic  paradise  which  had  just 
been  opened  to  him;  so,  after  writing  to  inform  his 
friends  of  his  intention  and  again  hearing  the  work 
which  was  the  object  of  his  ecstatic  admiration,  rightly 
thinking  that  he  had  attained  the  maximum  sum  of 
happiness  reserxed  to  man  on  earth,  one  day,  at  the 
door  of  the  Opera  he  blew  out  his  brains. 

The  celebrated   singer,  Mme.   Malibran,  hearing   for 
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the  first  time,  at  the  Conservatoire,  the  C  minor  Sym- 
phony of  Beethoven,  was  seized  with  convulsions  to 
such  a  degree  that  she  had  to  be  carried  from  the  room. 
Twenty  times  have  we  seen,  in  similar  cases,  grave  men 
obliged  to  withdraw,  in  order  to  conceal  from  the 
public  the  violence  of  their  emotions.  As  to  those 
which  the  author  of  this  essay  owes  personally  to 
music,  he  may  at  once  affirm  that  no  terms  could  convey 
an  exact  idea  of  them  to  those  who  have  never  made  a 
similar  experience.  Without  speaking  of  moral  effects 
produced  in  him,  and  alluding  only  to  impressions 
received  and  results  experienced  at  the  very  moment  of 
the  execution  of  works  which  he  admires,  he  can 
advance  the  following  in  all  sincerity  : 

On  hearing  certain  works  my  vital  strength  seems 
first  of  all  doubled;  I  feel  a  delicious  pleasure  with 
which  the  reason  has  no  connection;  the  habit  of  ana- 
lysis then  unbidden  as  it  were  to  engender  admiration. 
Emotion,  increasing  in  direct  proportion  to  the  energy 
or  grandeur  of  the  composer's  ideas  then  soon  pro- 
duces a  strange  agitation  in  the  circulation  of  the 
blood;  my  arteries  throb  violently;  tears  which,  in  a 
general  way,  indicate  the  end  of  the  paroxysm,  mark 
in  this  case  only  a  progressive  stage  which  is  liable  to 
be  much  exceeded.  In  the  latter  case,  spasmodic  con- 
tractions of  the  muscles  supervene;  the  limbs  tremble; 
there  is  a  total  niimhness  of  the  feet  and  hands ;  a 
partial  paralysis  of  the  nerves  of  sight  and  hearing;  in 
short  I  no  longer  see  or  hear  perfectly,  am  seized  with 
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giddiness  and  am  half  swooning.  No  doubt,  sensa- 
tions carried  to  such  a  degree  of  violence  are  somewhat 
rare;  besides  which  there  is  a  vigorous  contrast  to  be 
placed  against  them — that  of  bad  jmtsical  effect  pro- 
ducing the  contrary  of  admiration  and  pleasure.  No 
music  acts  more  strongly  in  this  direction  than  that 
which  appears  to  me  to  present  the  principal  defects  of 
platitude  and  false  expression.  I  then  blush  as  if  for 
shame;  a  veritable  indignation  seizes  me;  and  one 
might  think,  to  observe  me,  that  I  had  just  suffered 
some  outrage  for  which  pardon  seemed  impossible.  In 
order  to  eliminate  the  impression  thus  received  there  is 
a  general  rising  or  effort  of  rejection  by  the  entire 
organism,  similar  to  the  effort  of  vomiting  when  the 
stomach  seeks  to  relieve  itself  of  some  nauseous  liquor. 
This  may  be  disgust  and  hatred  carried  to  extreme 
limits;  but  such  music  exasperates  ine,  and  I  seem  to 
vomit  it   from  every  pore. 

Of  course,  the  habit  of  disguising  and  controlling 
my  feelings  results  in  their  being  rarely  fully  dis- 
played; and,  if  it  has  sometimes  happened  to  me,  even 
since  youth,  to  give  full  scope  to  them,  this  has  only 
arisen  for  want  of  proper  time  for  reflection,  and 
because  I  was  taken  unawares. 

Modern  music  has,  accordingly,  in  respect  of  the 
power  which  it  is  capable  of  exercising,  no  cause  to 
envy  that  of  the  ancients.  At  the  present  time  let  us 
ask,  therefore:  "What  are  the  prevalent  modes  of 
action  in  musical  art?"     The  following  comprises  all 
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those  with  which  we  are  familiar;  and,  although  they 
are  very  numerous,  it  is  by  no  means  proved  that  the 
future  has  not  the  discovery  of  some  others  in  store. 

(i)  Melody. 

Musical  effect  produced  by  different  sounds  heard 
successively ;  and  formed  into  phrases,  more  or  less 
symmetrical.  The  art  of  arranging"  such  series  of 
different  notes  in  an  agreeable  manner  and  of  giving 
them  an  expressive  signification  is  one  which  cannot  i:)e 
learned.  It  is  a  gift  of  nature;  which  observation  of 
pre-existing  melodies  and  the  separate  character  of 
individuals  and  nations  modifies  in  a  thousand  ways. 

(2)  Harmony. 

Musical  effect  produced  by  different  sounds  heard 
simtiltaneoiisly.  Natural  dispositions  can  alone,  no 
doubt,  make  a  truly  great  harmonist;  nevertheless, 
knowledge  of  the  groups  of  sounds  forming  chords 
(generally  recognised  as  agreeable  and  beautiful)  as 
well  as  the  art  of  regulating  their  succession,  is  every- 
where taught  with  success. 

(3)  Rhythm. 

Symmetrical  division  of  time  by  sounds.  The  musi- 
cian cannot  be  taught  to  find  beautiful  rhythmic  forms; 
and  the  particular  faculty  which  leads  to  their  discovery 
is  one  of  the  most  rare.     Of  all  elements  of  music  that 
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of  rhythm  appears  to  us  at  the  present  day  to  be  the 
least  advanced. 

(4)  Expression. 

Quality  by  which  music  is  brought  into  direct  rela- 
tion, in  point  of  character,  with  the  sentiments  desired 
to  be  rendered,  or  the  emotions  to  be  excited.  An  ac- 
curate perception  of  this  relation  is  far  from  common; 
and  it  IS  not  unusual  to  see  the  entire  audience  at  the 
opera,  who  would  be  disgusted  at  a  false  note,  listen  not 
onh'  contentedl}',  but  even  with  pleasure  to  pieces  rle- 
livered  with  an  expression  entirely  false. 

(5)  Modulation. 

By  this  term  we  indicate,  nowadays,  the  passage  or 
transition  from  one  key,  or  n:ode,  to  another.  Study 
is  capable  of  very  greatly  contributing  to  the  musi- 
cian's art  in  thus  effectively  replacing  the  key  and 
modifx'ing  its  constitution  appropriatelw  Popular 
song  generally  modulates  but  slightlw 

(6)    L\STRUMENT.\TIOX. 

This  consists  in  allotting  to  each  instrument  what 
is  both  suited  to  its  peculiar  nature  and  best  calculated 
to  aid  the  effect  intended  to  be  produced.  It  also  in- 
cludes the  art  of  so  grouping  the  instruments  as  to 
cause  the  tone  of  some  to  be  modified b\'  that  of  others; 
and  of  thus  causing  the  general  effect  to  l^e  of  a  char- 
acter  which    no    one    instrument    could    have    evolved. 
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even  if  added  to  others  of  its  own  class.  This  aspect 
of  instrumentation  is,  in  music,  the  exact  equivalent 
of  colour  in  painting.  Though  powerful,  gorgeous  and 
often  exaggerated  at  present,  it  was  scarcely  known 
before  the  close  of  the  eighteenth  century.  Precisely 
as  in  the  case  of  rhythm,  melody  and  expression,  we 
believe  that  the  study  of  models  is  capable  of  starting 
the  musician  on  the  road  to  its  full  acquirement ;  but 
that  success  is  impossible  without  a  special  natural 
disposition. 

(7)  Situation  in  Regard  to  the  Listener. 

By  placing  the  listener  at  a  greater  or  less  distance 
from  the  executants,  or  Vjy  separating,  for  certain  oc- 
casions, sonorous  instruments  from  others,  we  obtain 
modifications  of  musical  effect  which  have  not  yet  re- 
ceived a  due  attention. 

(8)  Accumulation  of  Sound. 

This  is  one  of  the  most  powerful  principles  of  musi- 
cal emotion.  When  instruments  or  voices  are  extremely 
numerous  and  cover  a  great  space  the  mass  of  air  set 
in  vibration  becomes  enormous;  and  its  undulations 
assume  a  character  of  which,  in  the  ordinary  way,  they 
are  deprived.  This  takes  place  to  such  a  degree  that, 
in  a  church  where  there  are  many  singers,  if  one  of 
them  is  heard  alone,  whatever  may  be  the  strength  or 
beauty  of  his  voice,  as  exhibited  in  the  delivery,  of  a 
theme  of   simple   and   slow  character   though   uninter- 
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csting  in  itself,  he  will  produce  but  an  indifferent  effect. 
On  the  other  hand,  let  the  same  theme  be  repeated, 
even  without  much  art  by  all  the  voices  in  unison;  and 
it  will,  at  once,  assume  an  inconceivable  majesty. 

Of  the  several  constituent  parts  of  music  which  we 
have  just  mentioned  nearly  all  seem  to  have  been  em- 
ployed by  the  ancients.  The  only  one,  their  posses- 
sion of  which  is  disputed,  is  that  of  Jiariuony.  h 
learned  composer,  our  contemporary  \i.  Lesueur,  as- 
sumed, some  forty  years  ago,  the  position  of  an  in- 
trepid antagonist  of  this  opinion ;  and  the  views  of 
those  to  whom  he  was  opposed  are  set  forth  in  the 
following. 

They  say  that  "  hanjwny  was  imknown  to  the 
ancients  because  different  passages  in  their  historians 
and  a  croivd  of  documents  testify  to  the  fact.  They 
employed  nothing  but  the  unison  and  octave.  More- 
over, it  is  known  that  harmony  is  an  invention  which 
does  not  date  back  further  than  the  eighth  century. 
The  scale  and  tonal  constitution  of  the  ancients  were 
not  the  same  as  ours;  the  latter,  invented  by  Guido 
d'Arezzo,  very  much  resembling  those  of  plain-chant, 
which  in  its  turn,  is  but  a  remnant  of  Greek  music.  It 
is  therefore  evident,  for  any  man  versed  in  the  science 
of  chords,  that  this  kind  of  song,  which  does  not  lend 
itself  to  a  harmonised  accompaniment,  is  suited  only 
to  the  unison  and  octave." 

To  this  one  might  reply  that  the  invention  of  har- 
mony in  the  Middle  Ages  by  no  means  proves  that  it 
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was  unknown  in  the  preceding  centuries.  Several  uther 
items  of  human  knowledge  have  been  lost  and  redis- 
covered;  and  one  of  the  most  important  which  Europe 
attributes  to  itself,  that  of  gunpowder,  had  been  made 
in  China  long  previous^.)-.  It  is,  moreover,  to  say  the 
least  doubtful,  with  regard  to  the  inventions  of  Guido 
d'Arezzo,  whether  they  are  really  his  own;  for  several 
of  them  are  quoted  by  himself  as  universally  adnntted 
before  his  time.  As  to  the  difficulty  of  adaptmg 
plain  chant  to  our  harmony,  without  dcn}ing  that  the 
latter  allies  itself  more  naturally  into  modern  melodic 
forms,  the  fact  of  church  song  being  executed  in  coun- 
terpoint of  several  parts  as  well  as  accompanied  by 
organ-chords  m  all  churches  is  a  sufficient  reply.  Let 
us  now  see  upon  what  the  opinion  of  M.  Lesueur  was 
based. 

"Harmony  was  known  to  the  ancients,"  he  said, 
"because  the  works  of  their  poets,  philosophers  and 
historians  prove  it  in  many  places,  and  in  peremptory 
fashion.  These  historical  fragments,  quite  clear  in 
themselves,  have  nevertheless  been  subject  to  contra- 
dictory interpretations.  Thanks  to  the  knowledge  we 
have  of  Greek  notation,  entire  pieces  of  their  music, 
written  for  several  voices,  and  accompanied  by  various 
instruments,  are  there  to  testify  to  this  truth.  Duets, 
trios  and  choruses  of  Sapho,  Olympe,  Terpandre,  Aris- 
toxene,*    etc.,    faithfully    reproduced    by    our    musical 


*  Classical  proper  names  as  in  the  original   French. 
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be  published  later  un.  In  iheni,  a  simple 
and  clear  harmony  will  be  discovered;  consisting  en- 
tirely of  the  most  concordant  combinations,  and  in 
precisely  the  same  style  as  that  of  certain  fragments 
of  religious  music  composed  in  our  own  day.  Both 
their  scale  and  tonal  system  are  entirely  identical  with 
our  own.  It  is  a  most  serious  mistake  to  recognise  in 
plain-chan^,  which  is  simply  a  monstrous  tradition  of 
barbarous  hymns  howled  by  the  Druids  whilst  stand- 
ing round  the  statue  of  Odin  during  the  progress  of 
horrible  sacrifices,  a  remnant  of  Greek  music.  There 
are  some  hynms  ni  use  in  the  ritual  of  the  Catholic 
Church  which  are  Greek,  it  is  true;  and  these  we  find 
conceived  in  the  same  system  as  our  modern  music. 
Moreover,  even  if  proof  by  an  appeal  to  fact  should 
fail,  would  not  the  appeal  to  reason  suffice  to  demon- 
strate the  mcorrectness  of  the  opinion  which  denies  to 
the  ancients  the  knowledge  and  employment  of  har- 
mony ?  What !  the  Greeks — those  ingenious  and 
polished  sons  of  the  country  which  gave  birth  to 
Homere,  Sophocle.  Pindare,  Phidias,  Appeles  and 
Zeuxis* — that  artistic  people  by  whom  those  marvellous 
temples  were  reared  which  time  has  even  yet  not  been 
able  to  destroy,  and  whose  chisel  carved  from  the 
marble  such  human  forms  as  might  worthily  represent 
the  gods — the  nation  whose  monumental  works  serve 
as  models  to  poets,  statuaries,  architects  and  painters 

*  Classical  proper  names  as  in  the  original  French. 
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of  our  own  da)- — this  people  possess  only  a  kind  of 
music  as  incomplete  and  coarse  as  that  of  barbarians  ? 
What !  those  thousands  of  singers  of  both  sexes  main- 
tained at  great  expense  m  the  temples,  the  crowd  of 
instruments  of  different  nature  which  they  mention : 

''Lyra,  Psaltermm^  Trigonium,  Sambuca,  Cithara, 
Pedis,  Maga,  Barbiton,  Jestticlo,  Epigoniuni,  Siniini- 
ciitniy  Epandoron,  etc.,  as  stringed  instruments ;  and 
Tuba,  Fistula,  Tibia,  Cornii,  Lituus,  etc.,  as  wind  in- 
struments; besides  T ynipanuni,  Cymbalnm,  Crepitacu- 
liini^  Tintinnabuliun,  Crotalum,  etc.,  as  instruments  of 
percussion;  all  these  we  are  to  suppose  only  to  have 
been  employed  to  produce  cold  and  sterile  unisons  or 
miserable  octaves  !  vSo,  they  must  have  given  the  same 
part  to  both  harp  and  trumpet — have  chained  together 
by  sheer  force  and  for  the  production  of  a  grotesque 
unison  two  instruments  the  bearing,  character  and 
effect  of  which  are  so  enormously  different !  This  is 
an  unmerited  insult  to  the  intelligence  and  musical 
sense  of  a  great  people;  an  accusation  of  barbarism 
against  the  whole  of  Greece." 

Such  was  the  basis  of  M.  Lesueur's  opinion.  As  to 
the  facts  to  which  he  alludes  in  proof,  nothing  can 
be  urged  against  them.  If  the  illustrious  master  had 
published  his  great  work  on  ancient  music  witJi  the 
fragments  alluded  to  above;  if  he  had  indicated  the 
sources  of  his  information  and  thn  ..  -^nuscripts  which 
he  had  brought  into  requisition;  if  the  incredulous  had 
been   enabled   to   convince   themselves  with   their   own 
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eyes  that  the  Jiarmonics  eittributcd  to  the  Greeks  have 
really  and  visibly  been  bequeathed  to  us  by  them,  then 
indeed  M.  Lesueur  would  have  gained  the  case  in  ad- 
vocacy of  which  he  has  worked  so  long  with  an  inex- 
haustible perseverance  and  conviction.  Unfortunately, 
he  has  not  done  so;  and,  as  doubt  is  still  very  per- 
missible upon  this  question,  we  shall  proceed  to  ex- 
amine the  proofs  of  reasoning"  advanced  by  M.  Lesueur; 
and  this  with  the  same  impartialit}-  as  that  brought  to 
bear  in  testing  the  notions  of  his  antagonists. 
We  shall  therefore  answer  him  as  follows  : 
The  plain  chants  which  \-ou  call  barbarous  are  not 
all  so  severely  regarded  by  the  generality  of  present- 
day  musicians ;  to  whom  several  of  them  appear,  on  the 
contrary,  imbued  with  a  rare  character  of  severity  and 
grandeur.  The  tonal  system  in  which  these  hymns  arc 
written,  and  which  you  condemn,  is  susceptible  of 
many  admirable  applications.  Popular  songs,  often 
full  of  expression  and  simplicity,  are  deprived  of  the 
leading  note;  and  are  consequently  written  in  the  same 
tonal  system  as  plain-chant;  others,  such  as  Scotch 
melodies,  belong  to  a  musical  scale  even  still  more 
strange;  since  both  the  fourth  and  seventh  degrees  of 
our  scale  are  absent  from  it.  What  can  be  more  fresh, 
how^ever,  or  sometimes  more  energetic  than  these  moun- 
tain airs  ?  To  pronounce  all  forms  to  be  barbarous 
which  are  contrai  /  '^o  our  habits  is  not  to  prove  that 
an  education  different  from  the  one  wt  have  received 
might  not   singularly   modify  our  ideas  in  regard   to 
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them.  Moreover,  without  going  so  far  as  to  tax  Greece 
with  barbarism,  we  need  only  admit  that  its  music,  in 
comparison  with  our  own  was  in  a  state  of  infancy; 
and  to  contrast  the  imperfect  state  of  one  art  in  par- 
ticular with  the  splendour  of  other  arts  not  presenting 
any  point  of  contact  with  it,  or  possessing  in  regard 
to  it  any  kind  of  relation,  is  not  at  all  admissible.  The 
form  of  reasoning  which  seeks  to  pronounce  this 
anomaly  impossible  is  far  from  new;  and  it  is  known 
that,  in  many  cases,  it  has  led  to  conclusions  which 
the  facts  have  subsequently  disproved  with  a  destruc- 
tive ruthlessness. 

The  argument  drawn  from  the  musical  absurdity  of 
allowing  instruments  so  dissimilar  in  their  nature  as 
the  harp,  trumpet  and  tympanum  to  go  together  in 
the  octave  or  unison  is  without  any  real  force,  for 
Ave  have  only  to  ask  whether  such  an  instrumental  dis- 
position is  practicable?  Of  course  it  is;  and  musi- 
cians of  the  present  day  are  open  to  use  it,  whenever 
they  please.  It  •  is  therefore  not  very  extraordinary 
that  it  should  have  been  admitted  by  nations  the  very 
constitution  of  whose  art  did  not  permit  of  the  em- 
ployment of  any  other. 

Now,  as  to  the  superiority  of  our  musi"^  uver  that  of 
ancient  times,  this  certainly  appears  more  than  pro- 
bable. Whether,  in  point  of  fact,  the  ancients  under- 
stood harmony  or  not,  by  grouping  together  the  ideas 
that  the  partisans  of  the  two  contrary  opinions  have 
given  us  of  the  nature  and  resources  of  their  art,  suffi- 
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cient  evidence  results  to  come  to  the  following  con- 
clusion : 

Our  music  includes  that  of  the  ancients;  but  theirs 
does  not  include  ours.  That  is  to  say,  we  can  easily 
reproduce  the  effects  of  the  music  of  antiquity;  and,  in 
addition  to  them,  an  infinite  number  of  other  effects 
which  they  never  knew;  and  which  it  was  impossible 
for  them  to  render. 

We  have  said  nothincr  respecting  Oriental  music ;  and 
for  this  reason.  All  that  we  have  so  far  gathered 
from  travellers  respectmg  this  subject  is  confined  to 
informal  puerilities;  lacking  all  relation  to  the  ideas 
which  we  attach  to  the  term  "music."  In  default  of 
information  both  new  and  opposed  on  all  points  to 
that  which  we  have  acquired,  we  must  regard  music 
among  the  Oriental  peoples  as  merely  a  grotesque 
noise,  analogous  to  that  of  children  at  play.* 


*  Since  these  lines  were  written  we  have  had  occasion,  in 
France  and  England  to  hear  Arabian.  Chinese  and  Persian 
musicians;  and  every  experience  which  it  has  been  permitted 
to  US  to  make  of  their  songs  and  their  instruments,  as  well  as 
the  questions  we  have  addressed  to  such  of  them  as  could 
speak  French — all  has  combined  to  confirm  us  in  the  view  ex- 
pressed.    (Author's  note.) 


A    CRITICAL    STUDY    OF    BEETIIOX^EXS 
SYMPHONIES. 


II.— x'X    CRITICAL    STUDY    OF    BEETHOVEN'S 
SYMPHONIES. 

IT  IS  thirty-six  or  thirty-seven  years  ago,  that,  at  the 
"Concerts  Spirituels"  of  the  Opera,  the  trial  was 
made    of    the    works    of    Beethoven,    then    completely 
unknown    in    France.     No    one    could    imagine    at    the 
present  day  the  reprobation  at  once  heaped  upon  this 
admirable   music  b)-   the   majority   of   artists.     It   was 
strange,  incoherent,  diffuse;  studded  with  crude  modu- 
lations and  wild  harmonies,  bereft  of  melody,  of  an 
exaggerated  expression,  and  too  noisy ;  besides  being 
horribly  difficult.     In  order  to  meet  the  conditions  set 
down  by   the   men   of   taste   who   then   controlled   the 
Royal  Academy  of  Music  ^I.  Habeneck  found  himself 
obliged  to  make,  in  the  very  same  symphonies  the  exe- 
cution  of   which   he   organised   and   directed   with    so 
much  care  later  on  at  the  Conservatoire,  monstrous  cuts; 
such  as,  at  the  very  most,  might  be  permissible  in  a 
ballet  by  Gallemberg,  or  an  opera  by  Gaveaux.     With- 
out these  corrections  Beethoven  would  not  have  been 
admitted  to  the  honour  of  figuring  in  the  programme 
of  the  "  Concerts  Spirituels "  between  a  bassoon  solo 
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and  a  flute  concerto.  At  a  first  hearing  of  the  pas- 
sages marked  with  red  pencil  Kreutzer  ran  off,  stopping 
his  cars;  and  it  reqinred  all  his  courage  to  make  up 
his  mind  to  listen  to  the  remaining  portion  of  the 
Symphony  m  D,  at  other  rehearsals.  Let  us  not  for- 
get that  the  opinion  of  M.  ICreutzer  was,  at  that  time, 
also  that  of  ninety-nine  out  of  every  hundred  musi- 
cians in  Paris ;  and  that,  without  sustained  effort  on 
the  part  of  the  insignificant  fraction  who  held  a  con- 
trary view,  the  greatest  composer  of  modern  times 
would  most  likely  be  scarcely  known  to  us,  e\en  yet. 
The  mere  fact,  therefore,  of  the  execution  even  of  frag- 
ments of  Beethoven  at  the  Opera  was  one  of  great  im- 
portance; to  judge  of  which  we  have  onl)'  to  reflect 
that,  without  it,  the  vSociety  of  the  Conservatoire  would 
not  have  been  constituted.  It  is  to  this  small  body 
of  intelligent  men,  and  to  the  public,  that  the  honour 
of  calling  such  an  excellent  institution  into  existence 
must  be  accorded.  The  public — that  is  to  say  llic 
"real"  public,  in  the  sense  of  that  which  docs  not 
belong  to  any  coterie  and  which  judges  by  sentiment 
and  not  according  to  the  narrow  ideas  and  ridiculous 
theories  which  it  has  formed  upon  the  subject  of  art — 
this  public  which,  m  spite  of  itself,  makes  mistakes, 
as  is  proved  by  the  fact  of  its  frequentl\^  having  to 
alter  its  decisions,  was,  at  the  very  onset,  struck  by 
some  of  the  eminent  qualities  of  Beethoven.  It  does 
not  ask  whether  such  and  such  a  modulation  bears  a 
due  relation  to  some  other  one;  whether  certain  har- 
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monies  are  eidmitted  b\-  the  niagisters\  or  whether  it 
IS  permitted  to  employ  certain  rhythms  previously  un- 
known.    It  simpl}-  perceives  that  these  rhythms,  these 
harmionies  and  these  modulations,  set  off  by   a   noble 
and   passionate  melody,   and  clothed   ni  powerful   in- 
strumentation, make  a  strong  impression  upon  it,  and 
in  an  entirel)'   new  wa}'.     Could   anything   further  be 
necessary  to  excite  its  applause?"     Our  French  public 
experiences  only  at  rare  intervals  the  lively  and  ardent 
emotion  of  which  musical  art  is  capable;  but,  when  it 
falls  to  its  lot  to  become  thoroughly  agitated  therebv', 
nothing  can  equal  its  gratitude  to  the  artist,  whoever 
he  may  be,  to  whom  this  is  due.     From  the  moment 
of  its  first  appearance,  the  celebrated  allegretto  in  A 
minor  of  the  Seventh  S\'mphony,  which  had  been  in- 
serted in  the  Second  in  order  to  help  to  pass  off  the 
remainder,  was  appreciated  at  its  value  by  the  public 
of  the  "Concerts  Spirituels."     The  pit  rose  in  a  bod}' 
with  vociferous  cries  for  its  repetition;  and,  at  a  second 
performance,   the   first   movement   and   tiie   scherzo   of 
tiie  Symphony  in  D,  which  had  not  been  much  enjoyed 
on  the  occasion  of  the  first  trial,  met  with  an  almost 
equal  success.     The  manifest  interest  which  from  that 
time  the  public  began  to  evince  with  regard  to  Beet- 
hoven doubled  the  strength  of  his  defenders;  and  re- 
duced, if  not  to  silence,  at  least  to  inaction,  the  major- 
ity of  his  detractors.     Thus,  little  b\-  little,  thanks  to 
those   twilight   rays   which   revealed   to   the    far-seeing 
the  direction  in  which  the  sun  was  about  to  rise,  the 
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seed  developed  and  resulted  in  the  foundation,  almost 
expressly  for  Beethoven,  of  the  magnificent  Society  of 
the  Conservatoire,  at  the  present  day  with  scarcely  a 
rival  in  the  world. 

We  are  about  to  attempt  the  analysis  of  the  sym- 
phonies of  this  great  master;  beginning  with  the  first 
of  them,  which  the  Conservatoire  so  rarely  performs. 


SYMPllUiNY    iNU.    I,    L\    C    MAJOR. 


SYMPHONY   NO.    i,    IN    C    MAJOR. 

rHIS  work,  by  its  form,  by  its  melodic  style,  and 
by  its  sobriety  of  harmony  and  instrumentation, 
IS  altogether  distinct  from  the  other  compositions 
of  Beethoven  by  which  it  was  succeeded.  The  composer 
evidently  remained  in  course  of  writing  it,  under  the 
influence  of  Mozart's  ideas;  which  he  sometimes  en- 
larges, and  everywhere  imitates  with  ingenuity.  In 
the  first  and  second  parts,  however,  we  note  the  occa- 
sional appearance  of  rhythms  which  are  sometimes  em- 
ployed, it  is  true,  by  the  author  of  "Don  Giovanni"; 
but  with  great  rarity,  and  in  a  much  less  striking 
fashion.  <  /The  principal  subject  of  the  first  allegro  is 
a  phrase  of  six  bars;  which,  without  presenting  any- 
thing very  characteristic  in  itself,  acquires  a  subsequent 
interest  by  the  skill  with  which  it  is  treated.  It  is  suc- 
ceeded by  an  episodial  melody  in  a  style  but  slightly 
distinguished;  when,  by  means  of  a  half-cadence  re- 
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peated  three  or  four  times,  we  arrive  at  an  instrumental 
design  in  imitations  at  a  fourth;  our  astonishment  at 
finding  which  in  such  a  place  is  increased  by  the  fact 
that  the  same  design  has  been  often  employed  in  the 
overtures  of  several  French  operas. 

The  andante  contains  an  accompaniment  for  kettle- 
drums, piano^  which  appears  nowadays  as  something 
very  ordinary;  but  which  we  may  nevertheless  recog- 
nise as  the  forerunner  of  the  startling  effects  which 
Beethoven  produced  later  on  by  means  of  this  instru- 
ment; one  which  had  been,  in  general,  either  sparingly 
or  badly  used  by  his  predecessors.  This  movement  is 
full  of  charm;  its  theme  being  graceful  and  lending 
itself  well  to  developments  in  fugato,  by  means  of 
which  the  composer  has  been  enabled  to  evolve  both 
piquant  and  ingenious  results. 

The  scherzo  is  the  first-born  of  that  family  of 
charming  humorous  pieces  of  which  Beethoven  invented 
the  form,  and  determined  the  movement;  and  which  he 
substituted  in  nearly  all  his  instrumental  works  for 
the  minuet  of  Mozart  and  Haydn,  the  speed  of  which 
is  but  half,  and  the  character  altogether  different.  The 
one  in  question  has  an  exquisite  freshness,  agility  and 
grace.  It  is  the  only  real  novelty  of  the  symphony; 
in  which  the  poetic  idea  is  completely  absent,  notwith- 
standing its  being  so  grand  and  rich  in  the  greater  part 
of  the  works  which  followed.  It  is  music  admirably 
framed;  clear,   imbued  with   life,  though  but  slightly 
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accentuated;  cold  and  sometimes  mean;  as  for  exam- 
ple in  the  final  rondo^-a  genuine  instance  of  musical 
childishness.  In  a  word  this  is  not  Beethoven ;  but  we 
are   shortly   to    discover   him. 


SYMPITOXY    NO.    2,    TX    D. 


SYMPHONY    NO.    2,    IN    D. 

IN  this  work  everything  is  noble,  energetic  and  stately  ; 
the  introductory  largo  being  a  chef-cVoeirure.  The 
most  beautiful  effects  succeed  one  another  without 
confusion  and  always  in  an  unexpected  manner;  the 
song  being  of  a  touching  solemnity,  which,  from  the 
very  first  bars  imposes  respect  and  prepares  us  for  emo- 
tion. Already  the  rhythm  becomes  more  bold,  the 
orchestration  richer,  more  sonorous  and  varied. 
Linked  with  this  admirable  adagio  is  an  allegro  con 
brio  of  irresistible  spirit.  The  gnipetto  met  with  in 
the  first  bar  of  the  opening  theme,  and  which  is  given 
out  by  vio^.as  and  violoncellos  in  unison,  is  afterwards 
resumed  in  isolated  form;  in  order  to  establish  either 
progressions  in  crescendo  or  imitations  between  the 
wind  and  string  instruments,  which  are  invariably  of 
a  character  as  new  as  it  is  full  of  life.  In  the  midst 
of  these  a  melody  is  met  with,  the  first  half  of  which 
is  given  out  by  clarinets,  horns  and  bassoons,  but  which 
concludes  "tutti"  by  the  rest  of  the  orchestra;  the 
virile  energy  of  which  is  further  enhanced  by  a  happy 
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choice  of  accompanying  chords.  The  andante  is  not 
treated  in  the  same  way  as  that  of  the  first  symphony ; 
it  is  not  composed  of  a  subject  worked  out  in  canonic 
imitations,  but  of  a  theme  pure  and  simple,  stated  in 
the  first  instance  by  the  strings,  and  afterwards 
embroidered  with  rare  elegance  by  means  of  light 
touches,  the  character  of  which  is  always  strictly  in 
keeping  with  the  sentiment  of  tenderness  which  forms 
the  distinctive  trait  of  the  principal  idea.  It  is  the 
delineation  of  innocent  happiness  hardly  clouded 
by  a  few  accents  of  melanchoh'  occurrmg  at  rare 
intervals. 

The  scherzo  is  just  as  frankly  gay  in  its  capricious 
fantasy  as  the  andante  was  completely  happy  and 
calm;  for  everything  in  this  symphony  is  genial,  even 
the  warlike  sallies  of  the  first  allegro  being  exempt 
from  violence,  so  that  one  can  trace  in  them  no  more 
than  the  youthful  ardour  of  a  noble  heart  which 
retains  intact  the  most  beautiful  illusions  of  life.  The 
composer  still  has  faith  in  immortal  glory,  in  love  and 
self-sacrifice.  Hence  the  degree  to  which  he  abandons 
himself  to  his  gaiety,  and  the  felicity  of  his  sallies  of 
wit.  To  hear  the  different  instruments  disputing  the 
possession  of  some  portion  of  a  motive,  which  no  one 
of  them  executes  entirely,  but  of  which  each  fragment 
becomes  in  this  way  coloured  with  a  thousand  different 
tints  in  passing  from  one  to  the  other,  one  might  easily 
indulge  the  fancy  of  being  present  at  the  fairy  gambols 
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of  the  graceful  spirits  of  Oberon.  The  finale  is  of 
the  same  nature;  it  is  a  .second  scherzo  in  duple 
measure;  the  playfulness  of  which  is  perhaps,  to  some 
extent,  even  more  refined  and  piquant. 


I 
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SYxMPIlOXY    NO.    3,    IX    E    FLAT. 
(THE    "EROICA.') 

IT  IS  extremely  wrong  to  tamper  with  the  description 
placed  at  the  head  of  this  work  by  the  composer 
himself.  The  inscription  runs:  "Heroic  Symphony 
to  celebrate  the  memory  of  a  great  man."  In  this  we 
see  that  there  is  no  question  of  battles  or  triumphal 
marches  such  as  many  people,  deceived  by  mutilations 
of  the  title  naturally  expect;  but  much  m  the  way  of 
grave  and  profound  thought,  of  melancholy  souvenirs 
and  of  ceremonies  imposing  b\'  their  grandeur  and 
sadness  m  a  word,  it  is  the  hero's  funeral  riles.  1 
know  few  examples  m  music  of  a  style  in  which  grief 
has  been  so  consistently  able  to  retain  such  pure  form 
and  such  nobleness  of  expression. 

The  first  movement  is  in  triple  time  and  at  a  degree 
of  speed  nearly  equal  to  that  of  the  waltz.  But,  never- 
theless, what  can  be  more  serious  or  more  dramatic 
than  this  allegro  ?  The  energetic  theme  which  forms 
its  foundation  does  not  at  first  present  itself  in  its 
entirety.  Contrary  to  custom  the  composer,  in  com- 
mencing, has  only  allowed  us  a  glimpse  of  his  melodic 
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idea;  it  does  not  present  itself  in  its  full  effect  until 
Lifter  an  exordium  of  some  bars.  The  rhythm  is  par- 
ticularly remarkable  by  the  frequency  of  syncopation 
and  by  combinations  of  duple  measure;  thrown,  by 
accentuation  of  the  weak  beat,  into  the  triple  bar. 
When,  with  this  disjointed  rhythm,  rude  dissonances 
come  to  present  themselves  in  combination,  like  those 
we  find  near  the  middle  of  the  second  repeat,  where 
the  first  violins  strike  F  natural  against  E  (the  fifth 
in  the  chord  of  A  minor)  it  is  inipossi1)lc  to  repress  a 
sensation  of  fear  at  such  a  picture  of  ungovernable 
fury.     It  is  the  voice  of  despair,  ahnost  of  rage. 

Still,  it  may  be  asked — why  this  despair?  Why 
this  rage?  The  motive  of  it  does  not  appear.  The 
orchestra  becomes  calm  at  the  following  bar;  as  if, 
exhausted  by  the  excess  to  which  it  had  given  way, 
its  strength  began  suddenly  to  fail.  Moreover,  the 
phrases  are  now  gentle;  and  we  find  in  them  all  that 
remembrance  is  capable  of  suggesting  to  the  soul  of 
the  nature  of  sad  regrets.  It  is  impossible  to  describe 
or  even  to  indicate,  the  multitude  of  melodic  and 
harmonic  aspects  in  which  Beethoven  reproduces  his 
theme;  we  will  confine  ourselves  to  the  mention  of 
one  which  is  extremely  strange,  which  has  formed  the 
text  of  many  discussions,  and  which  the  French  editor 
corrected  in  the  score,  imagining  it  to  be  a  mistake  of 
the  engraver;  but  which  was,  later  on,  re-instated — as 
the  result  of  more  ample  information. 

The  first  and  second  violins  alone  hold,  in  tremolo, 
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the  major  second  B  flat,  A  flat  (part  of  the  chord  of 
the  dominant  seventh  in  E  flat);  when  a  horn,  having 
quite  the  appearance  of  being  at  fault  and  of  coming 
in   four  bars   too   soon,   starts   timidly   with   the  com- 
mencement of  the  principal  theme;  running  exclusively 
on  the  notes — E  flat,  G,  E  flat,  B  flat.     One  may  im- 
agine   the    strange    effect    produced    by    this    melody, 
formed  of  the  three  notes  of  the  tonic  chord,  against 
the  two  dissonant  notes  of  the  chord  of  the  dominant ; 
notwithstanding  the  harshness  being  much  reduced  by 
separation  of  the  parts.     But,  at  the  moment  when  the 
ear  is  inclined  to  revolt  against  such   an  anomaly,   a 
vigorous    tutti    interrupts    the   horn;    and,    concluding 
piano  on  the  tonic  chord,   allows  the  violoncellos  to 
return ;  who  then  state  the  entire  theme  with  its  natural 
harmony.     Looking  at  things  broadly  it  is  difficult  to 
find  a   serious  justification   for  this  musical   caprice.* 
They  say,  however,  that  the  composer  was  very  strenu- 
ous upon  the  point ;  and  it  is  even  related  that,  at  the 
first  rehearsal  of  this  symphony,  M.  Ries  being  present 
stopped  the  orchestra  by  calling  out — "Too  soon!  too 
soon  ! — The  horn  is  wrong  !'  and  that  the  only  reward 
for   his   zeal    was    that   he   received    from    Beethoven, 
who  was  furious,  a  sharp  lecture. 


*  Whichever  way  we  look  at  it,  if  the  above  is  really  an 
intention  of  Beethoven,  and  if  there  is  any  truth  in  the 
anecdotes  which  are  current  upon  the  subject,  it  must  be 
admitted  to  be  a  whim  amounting  to  absurdity.  (Author's 
note.) 
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Xo  other  eccentricity  of  this  nature  is  to  be  found  in 
the  rest  of  the  score;  and  the  Funeral  March  is  a 
drama  in  itself.  We  seem  to  trace  in  it  the  transla- 
tion of  those  beautiful  lines  of  Virgil  on  the  funeral 
procession  of  the  young  Pallas  — 

Multa  que  prseterea  Laiiientis  prseinia  pii^noe 
Adgerat,  et  longo  prsedam  jiibet  ordiiie  diici, 
Po&t  bellator  eqiiiis,  iiositis  insignibiis,  ^^^^tlioii 
It  lacrymans,  giittis  que  liumectat  giandibus  ora. 

The  end,  especially,  is  profoundly  moving.  Ihc 
march-theme  reappears;  but  in  fragments,  interspersed 
by  silence,  and  without  any  other  accompaniment  than 
three  notes  pizzicato  by  the  double  bass.  When  these 
shreds  of  the  lugubrious  melody  thus  alone,  bare, 
broken  and  effaced,  have  one  by  one  passed  on  to  the 
tonic,  the  \\ind  instruments  raise  a  cry  which  is  the 
last  adieu  of  the  warriors  to  their  companion  in  arms; 
and  the  entire  orchestra  dies  away  on  an  organ-point, 
pianissimo. 

The  third  movement  is  entitled  Scherzo,  according 
to  custom.  In  Italian  the  word  signifies  "play,"  or 
"humorous  frolic."  At  first  sight  it  does  not  appear 
obvious  how  such  a  style  of  music  can  figure  in  an 
epic  composition.  To  realise  this  it  must  be  heard. 
The  rhythm  and  the  movement  of  the  scherzo  are,  in- 
deed, there.  There  is  also  pla}' ;  but  it  is  pla}-  of 
funereal  kind,  at  every  instant  clouded  b\-  thoughts 
of   mourning — a   kind   of   phi)',   in   fact,   recalling  that 
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which  the  warriors  of  the  Iliad  celebrated  round  the 
tombs  of  their  chiefs. 

Even  in  the  most  capricious  evolutions  of  his  or- 
chestra Beethoven  knew  how  to  preserve  the  grave  and 
sombre  tint,  as  well  as  the  profound  sadness  which 
ought  naturally  to  dominate  in  such  a  case.  The 
finale  is  nothing  but  a  development  of  the  same  poetic 
idea.  One  very  curious  passage  of  instrumentation  is 
to  be  remarked  at  the  commencement;  showing  what 
effect  can  be  drawn  from  the  opposition  of  different 
timbres.  It  is  a  B  flat  taken  by  the  violins,  and  re- 
peated immediately  by  the  flutes  and  oboes ;  in  the 
style  of  an  echo.  Although  the  repercussion  takes 
place  on  the  same  note  of  the  scale,  at  the  same  move- 
ment and  with  equal  force,  so  great  a  difference  results 
from  this  dialogue  that  the  nuance  which  distinguishes 
the  instruments  from  one  another  might  be  compared 
to  that  between  blue  and  violet.  Such  refinements  of 
tone-colour  were  altogether  unknown  before  Beet- 
hoven ;  and  it  is  to  him  that  we  owe  them. 

The  finale,  though  so  varied,  consists  entirely  of  a 
very  simple  fugato  theme ;  upon  which  the  composer 
afterwards  builds,  in  addition  to  numerous  ingenious 
details,  two  other  themes ;  one  of  the  latter  being  of 
extreme  beaut\-.  The  outline  of  this  melody  does  not 
enable  one  to  perceive  that  it  has,  so  to  speak,  been 
extracted  from  another  one.  Its  expression,  on  the 
contrary,  is  much  more  touching ;  and  it  is  incompara- 
bly more  graceful  than  the  first  theme,  the  character 
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of  which  is  rather  that  of  a  bass — a  function  which  it 
fulfils  extremely  well.  This  melody  reappears  shortly 
before  the  close,  in  a  slower  degree  of  movement,  and 
with  new  harmonies,  by  which  the  effect  of  its  sadness 
is  increased.  The  hero  causes  many  tears;  but,  after 
the  last  regrets  paid  to  his  memory,  the  poet  turns 
aside  from  elegy ;  in  order  to  intone  with  transport  his 
hymn  of  glory.  It  may  be  somewhat  laconic,  but  this 
peroration  rises  to  a  high  effect  and  worthily  crowns 
the  musical  monument.  Beethoven  has  written  works 
mxore  striking  perhaps  that  this  symphony ;  and  several 
of  his  other  compositions  impress  the  public  in  a  more 
lively  way.  But  it  must  be  allowed,  notwithstanding, 
that  the  "Sinfonia  Eroica"  possesses  such  strength  of 
thought  and  execution,  that  its  style  is  so  emotional 
and  consistently  elevated  besides  its  form  being  so 
poetical,  that  it  is  entitled  to  rank  as  equal  to  the 
highest  conceptions  of  its  composer. 

A  sentiment  of  sadness  not  only  grave  but,  so  to 
speak,  antique  takes  possession  of  me  whenever  I  hear 
this  symphony  although  the  public  seem  indifferently 
touched  by  it.  We  must  certainly  deplore  the  mis- 
fortune of  an  artist  who,  consumed  by  such  enthusi- 
asm, fails  to  make  himself  sufficiently  well  understood, 
even  by  a  refined  audience,  to  ensure  the  raising  of  his 
hearers  up  to  the  level  of  his  own  inspiration.  It  is  all 
the  more  sad  as  the  same  audience,  on  other  occasions, 
becomes  ardent,  excited  or  sorrowful  along  with  him. 
It  becomes  seized  with  a  real  and  lively  passion   for 
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some  of  his  compositions;  equally  admirable,  it  may 
be  admitted,  but  nevertheless  not  more  beautiful  than 
the  present  work.  It  appreciates  at  their  just  value 
the  allegretto  in  A  minor  of  the  seventh  symphony ; 
the  allegretto  scherzando  of  the  eighth;  the  finale  of 
the  fifth  and  the  scherzo  of  the  ninth.  It  even  appears 
to  experience  emotion  at  the  funeral  march  of  the  sym- 
phony of  which  we  are  now  speaking  (the  "Eroica"); 
but,  ni  respect  of  the  first  movement,  it  is  impossible 
to  indulge  in  any  illusion;  for  twenty  years  of  observa- 
tion tend  to  assure  me  that  the  public  listen  to  it  with 
a  feeling  approaching  coldness,  and  appear  to  recog- 
nise in  it  a  learned  and  energetic  composition,  but 
nothing  beyond  that.  No  philosophy  is  applicable  to 
this  case;  for  it  is  useless  to  say  that  it  has  always 
been  so,  and  that  every  where  the  same  fate  has  befallen 
all  high  productions  of  the  human  mind.  Also,  that 
the  causes  of  poetic  emotion  are  secret  and  inappreci- 
able, that  the  conception  of  certain  beauties  with  which 
particular  individuals  are  gifted  is  absolutely  lacking 
in  the  multitude,  or  that  it  is  even  impossible  that  it 
should  be  otherwise.  All  that  is  of  no  consolation. 
It  does  not  calm  the  indignation  with  which  one's 
heart  is  filled— an  indignation  instinctive,  involuntary, 
and,  it  may  even  be,  absurd — at  the  aspect  of  a  marvel 
which  is  misunderstood;  of  a  composition  so  noble 
which  is  regarded  by  the  crowd  without  being  per- 
ceived ;  listened  to  without  being  understood ;  and 
allowed   to   pass   by   without   courting   any   attention; 
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precisely  as  if  it  were  a  mere  case  of  something  medi- 
ocre or  indifferent.  Oh  !  it  is  frightful  to  be  obliged 
to  acknowledge  with  a  pitiless  conviction  that  what  I 
find  beautiful  may  constitute  beauty  for  me,  but  that  it 
may  not  do  so  for  my  best  friend ;  that  he,  whose  sym- 
pathy generally  corresponds  with  my  own,  may  be 
affected  in  a  totally  different  way ;  and  that  even  the 
work  which  affords  me  a  transport  of  pleasure — which 
excites  me  to  the  utmost,  and  which  moves  me  to  tears, 
may  leave  him  cold ;  and  may  even  cause  him  dis- 
pleasure and  annoyance. 

The  majority  of  great  poets  have  little  feeling  for 
music,  and  enjoy  only  trivial  and  childish  melodies. 
Many  highly  intellectual  people  who  think  they  love 
it  have  little  idea  of  the  emotion  it  is  able  to  raise. 
These  are  sad  truths;  but  they  are  so  palpable  and 
evident  that  nothing  but  the  illusion  caused  by  certain 
systems  can  stand  in  the  way  of  their  recognition.  I 
have  observed  a  dog  bark  with  pleasure  on  hearing  a 
major  third,  executed  sostennto  by  double-stopping 
upon  the  violin;  but  the  offspring  of  the  same  animal 
were  not  in  the  least  affected,  either  by  the  third,  fifth, 
sixth  or  octave — or,  in  fact,  by  any  chord  whatever, 
whether  consonant  or  dissonant.  The  public,  however 
it  may  be  composed,  is  always,  in  respect  of  great 
musical  conceptions,  in  a  similar  position.  It  has 
certain  nerves  which  vibrate  in  sympathy  with  certain 
forms  of  resonance.  But  this  organisation,  incomplete 
as  it  is,  is  unequally  distributed;  as  well  as  subject  to 
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MO  end  of  niodificcitions.  It  follows  that  it  would  be 
almost  foolish  to  count  upon  such  and  such  artistic 
means  in  preference  to  others  for  the  purpose  of  acting 
upon  it.  Thus  the  composer  is  best  advised  to  follow 
blindly  his  own  individual  sentiment;  resigning  him- 
self beforehand  to  the  results  which  chance  may  have 
in  store. 

One  day  I  was  coming  out  of  the  conservatoire  with 
three  or  four  amateurs ;  the  occasion  being  a  perform- 
ance of  the  "  Choral "'  S)mphony. 

"What  do  \ou  think  of  that  work  .^  '  said  one  of 
them  to  me. 

"  Immense  !      Magnificent  !      Overpowering  !" 
"That  is  singular.     For  my  part,  1  found  it  cruelly 
tiresome.     And   \ou?"   added   the   speaker   addressing 
an  Italian. 

"Oh!  as  for  mc,  I  find  it  obscure;  or  rather  un- 
pleasant, for  there  is  no  melod}." 

But.  besides  that,  note  the  different  \ie\\  s  which 
several   journals  express  about   it  : 

"  The  Choral  S}'mphony  of  Beetho\  en  represents 
the  culminating  point  of  modern  music.  Art  has 
hitherto  produced  nothing  to  be  compared  with  it  in 
respect  of  nob^.eness  of  style,  grandeur  of  plan  and 
rehnement  of  detail." 

( AnotJicr  journal) — "The  Choral  Symphon)'  of 
Beethoxen  is  a  monstrosity." 

(Anoihcr) — "This  work  is  not  altogether  lacking  in 
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ideas;   but  they   are  badly  disposed   and  the  general 
effect  IS  incoherent  and  devoid  of  charm." 

(Another) — ''The  Choral  Symphony  of  Beethoven 
contains  some  admirable  passages;  though  it  is  evi- 
dent that  the  composer  lacked  ideas  and  that,  his  ex- 
hausted imagination  no  longer  sustaining  him,  he  made 
considerable  effort,  and  often  with  some  success,  in 
order  to  replace  inspiration  by  artistic  resources.  The 
few  phrases  which  we  meet  with  in  it  are  handled  in  a 
superior  manner  and  disposed  in  a  perfectly  clear  and 
logical  order.  On  the  whole,  it  is  the  highly  interest- 
ing work  of  a  used-up  genius." 

Where  shall  we  find  the  truth  or  where  the  error  ? 
Everywhere,  and  yet  in  no  particular  place.  Each  one 
IS  right;  for  what  is  beautiful  for  one  is  not  so  for 
another.  This  naturally  follows,  if  only  from  the 
fact  that  one  has  experienced  emotion  whilst  the  other 
has  remained  unaffected ;  that  the  first  has  received  a 
lively  enjoyment,  whilst  the  second  has  suffered  an 
intense  fatigue.  What  can  be  done  in  such  a  case  ? 
Nothing.  But  it  is  distressing,  and  makes  me  feel  in- 
clined to  prefer  the  foolish  view  of  beauty  being 
absolute. 
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HERE  BcethcAcn  entirely  abandons  ode  and  clcg\' ; 
in  order  to  return  to  the  less  elevated  and  less 
-.  sombre,  but  not  less  difficult  st\'le  of  the  second 
symphony.  The  general  chareicter  of  this  score  is  either 
lively,  alert  and  gay  or  of  a  celestial  sweetness.  W'itli 
the  exception  of  the  meditative  adagio,  which  ser\es  as 
its  introduction,  the  first  movement  is  almost  entirel)' 
given  over  to  joy.  The  motive  in  detached  notes,  with 
which  the  allegro  opens,  is  only  a  background  upon 
which  the  composer  is  afterwards  enabled  to  display 
other  melodies  of  more  real  character;  the  effect  of  the 
latter  being  to  impart  a  secondary  character  to  what 
was  apparently  the  principal  idea  of  the  commence- 
ment. 

This  artifice,  although  fertile  in  curious  and  inter- 
esting results,  had  already  been  employed  by  Mozart 
and  Haydn  with  equal  success.  But  we  find  in  the 
second  part  of  the  same  allegro,  a  really  new  idea,  the 
first    few   bars   of   which   arrest   attention ;   and   which 

also,    after   interesting   the   listener   by    its   mysterious 
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developments,  strikes  him  with  astonishment  by  its  un- 
expected conclusion.     It  is  composed  as  follows  : 

After  a  fairly  vigorous  tittti  the  first  violins  parcel 
out  the  original  theme,  by  forming  a  dialogue  in 
f'lanissuno  with  their  seconds.  This  terminates  with 
holding  notes  of  the  dominant  chord  of  the  key  of  B 
natural ;  each  instance  of  such  holding  notes  being 
followed  by  two  bars  of  silence  interrupted  only  by  a 
light  tremolo  of  the  kettledrum;  which,  being  tuned  to 
R  flat,  plays  enharmonically  the  part  of  third  to  the 
fundamental  F  sharp.  After  two  such  appearances  the 
kettledrum  ceases;  in  order  to  allow  the  string  instru- 
ments an  opportunity  of  sweetly  murmuring  other 
fragments  of  the  theme,  and  of  arriving  by  a  new  en- 
harmonic modulation  to  the  chord  of  six-four;  second 
inversion  of  that  of  B  flat.  The  kettledrum  now 
returns  upon  the  same  sound ;  which,  instead  of  being 
a  leading  note,  as  upon  the  first  occasion,  is  now  a 
veritable  tonic;  and,  as  such,  continues  the  iremolo  for 
some  twenty  bars.  The  force  of  tonality  possessed  by 
this  B  flat,  only  slightly  perceptible  at  first,  becomes 
greater  in  the  same  degree  as  the  tremolo  proceeds. 
Afterwards,  the  other  instruments,  bestrewing  the 
onward  march  with  slight  and  unfinished  traits,  pre- 
pare us  for  a  continuous  roll  of  the  kettledrum  on  a 
general  forte,  in  which  the  perfect  chord  of  B  flat  is 
finally  stated  by  the  full  orchestra  in  all  its  majesty. 
This  remarkable  crescendo  is  one  of  the  best  conceived 
effects  which  we  know  of  in  all  music;  and  its  counter- 
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part  can  scarcely  be  found  elsewhere  than  in  the  simi- 
lar feature  by  which  the  celebrated  scherzo  of  the  C 
minor  Symphony  is  concluded.  The  latter,  however, 
notwithstanding  its  immense  effect,  is  conceived  upon 
a  scale  less  vast,  starting  from  piano  in  order  to  arrive 
at  the  final  explosion,  without  departing  from  the  ori- 
ginal key.  On  the  other  hand,  the  episode  we  are  now 
describing  starts  from  ynezzo  forte ;  and  is  afterwards 
lost  for  a  moment  in  a  ■pianissimo,  whilst  harmonised 
in  a  manner  constantly  vague  and  undecided.  Then, 
it  reappears  with  chords  of  a  somewhat  more  settled 
tonality;  and  bursts  forth  only  at  the  moment  when 
the  cloud  which  enshrouded  the  modulation  has  com- 
pletely disappeared.  It  might  be  compared  to  a  river, 
the  peaceful  waters  of  which  suddenly  disappear  and 
only  emerge  from  their  subterranean  bed  to  form  a 
furious  and  foaming  waterfall. 

As  for  the  adagio,  it  seems  to  elude  analysis.  Its 
form  is  so  pure  and  the  expression  of  its  melody  so 
angelic  and  of  such  irresistible  tenderness  that  the 
prodigious  art  by  which  this  perfection  is  attained  dis- 
appears completely.  From  the  very  first  bars  we  are 
overtaken  by  an  emotion  which,  towards  the  close, 
becomes  so  overpowering  in  its  intensity  that  onl\' 
amongst  the  giants  of  poetic  art  can  we  find  anything 
to  compare  with  this  sublime  page  of  the  giant  of 
music.  Nothing  in  fact  more  resembles  the  impression 
produced  by  this  adagio  than  that  experienced  when 
reading  the  touching  episode  of  Francesca  di  Ripiini 
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in  the  "Divina  Comedia";  the  recital  of  which  Virgil 
could  not  hear  without  sobbing  bitterly ;  and  which, 
at  the  last  line,  causes  Dante  to  fall  like  a  dead  body. 
This  movement  seems  as  if  it  had  been  sadly  mur- 
mured by  the  Archangel  Michael  on  some  day  when, 
overcome  by  a  feeHng  of  melancholy,  he  contemplated 
tlie  universe  from  the  threshold  of  the  Empyrean. 

The  scherzo  consists  almost  exclusively  of  phrases 
in  duple  rhythm,  forcibly  forming  part  of  combina- 
tions in  triple  time.  This  means,  which  Beethoven 
uses  frequentl)',  imparts  verve  to  the  style;  the  melodic 
outlines  become  sharper  and  more  surprising,  besides 
which  these  rhythms,  running  counter  to  the  orclinar)' 
beat,  present  an  independent  charm  which  is  very  real, 
although  difficult  to  explain.  A  pleasure  results  from 
this  disturbance  of  the  normal  accent,  which  regains 
its  position  at  the  end  of  each  period;  the  sense  of  the 
musical  discourse,  which  had  been  for  a  time  sus- 
pended, then  arriving  at  a  satisfactory  conclusion  and 
complete  solution. 

The  melody  of  the  trio,  confided  to  the  wind  instru- 
ments, is  of  a  delicious  freshness;  its  movement  being 
slower  than  that  of  the  rest  of  the  scherzo,  and  its  ele- 
gant simplicity  being  enhanced  by  encountering  the 
opposition  of  short  phrases  emanating  from  the  vio- 
lins, which  seem  cast  upon  the  surface  of  the  harmony 
like  charming  traits  of  innocent  miscliief.  The  finale, 
which  is  both  gay  and  sprightly,  returns  to  ordinary 
rhythmic  forms.     It  is  one  animated  swarm  of  spark- 


BEAUTIES    OF   THE    SCHERZO   AND   FINALE.  ^J 

ling  notes,  presenting  a  continual  babble;  interrupted, 
however,  by  occasional  rough  and  uncouth  chords,  in 
which  the  angr\'  interspersions,  which  we  have  already 
liad  occasion  to  mention  as  peculiar  to  this  composer, 
are  aeain  manifest. 
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SYMPHONY    NO.    5,    IN    C    MINOR. 

THE  most  celebrated  of  all  is  also,  without  question, 
in  our  opinion,  the  one  in  which  Beethoven  gives 
free  scope  to  his  vast  imagination ;  without  electing  to  be 
either  guided  or   supported   by   any   outside   thought. 
In  the  first,  second  and  fourth  symphonies  he  more  or 
less  extended   forms  which  were  already  known;   in- 
vesting them  with  the  poetry  of  a  brilliant  and  pas- 
sionate inspiration  due  to  his  vigorous  youth.     In  the 
third    (the    "Eroica")    the   form    tends    to    a    greater 
breadth,  it  is  true;   the  thought    also    reaching    to    a 
greater  height.     Notwithstanding  all  this,  however,  we 
cannot  fail  to  recognise  therein  the  influence  of  one  or 
other  of  those  divine  poets  to  whom,  for  so  long,  the 
great  artist  had  erected  a  temple  in  his  heart.     Beet- 
hoven, faithful  to  the  precept  of  Horace  : 

Noctuina  versate  manu,  versate  diurna, 

used  to  read  Homer  habitually;  and,  in  his  magnifi- 
cent musical  epic  which,  rightly  or  wrongly,  is  said  to 
have  been  inspired  by   a  modern  hero,  remembrances 
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of  the  antique  "Iliad''  play  an  admirable  and  beauti- 
ful, but  no  less  evident  part. 

The  Symphony  in  C  minor,  on  the  other  hand, 
appears  to  us  to  emanate  directly  and  solely  from  the 
genius  of  Beethoven.  It  is  his  own  intimate  thought 
which  is  there  developed;  and  his  secret  sorrows,  his 
pent-up  rage,  his  dreams  so  full  of  melancholy  oppres- 
sion, his  nocturnal  visions  and  his  bursts  of  enthusiasm 
furnish  its  entire  subject;  whilst  the  melodic,  harmonic, 
rhythmic  and  orchestral  forms  are  there  delineated 
with  an  essential  novelty  and  individuality,  endowing 
them  also  with  considerable  power  and  nobleness. 

The  first  movement  is  devoted  to  the  expression  of 
the  disordered  sentiments  which  pervade  a  great  soul 
when  a  prey  to  despair.  It  is  not  that  calm  and  con- 
centrated despair  which  bears  the  outward  appearance 
of  resignation;  or  the  grief,  so  sombre  and  silent, 
which  Romeo  evinces  on  hearing  of  the  death  of  Juliet. 
Rather  is  it  the  terrible  fury  of  Othello,  when  receiv- 
ing from  the  mouth  of  lago  the  empoisoned  calumnies 
which  persuade  him  of  Desdemona's  crime.  Somc- 
tmies  it  is  a  frenzied  delirium,  bursting  forth  in  fear- 
ful cries.  Sometimes  it  is  an  excessive  depression,  ex- 
pressing itself  only  in  accents  of  regret  and  seeming 
to  hold  itself  in  pity.  Listen  to  those  orchestral 
gasps;  to  those  chords  m  dialogue  between  wind  and 
strings,  which  come  and  go  whilst  gradually  growing 
weaker,  like  the  painful  respiration  of  a  dying  man. 
'These  at  last  give  place  to  a  phrase  full  of  violence; 
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in  which  the  urchcstra  scciiis  to  rise  a;^ciin  reaiiiinatcd 
by  a  spark  of  fury.  See  that  quivering-  mass;  which 
iiesitates  for  an  instant,  and  then  precipitates  itself, 
bodily  divided,  into  two  ardent  unisons,  resembling 
two  streams  of  lava.  And  then,  having  done  this,  say 
whether  this  passionate  style  is  not  both  beyond  and 
above  anything  which  had  been  yet  produced'  in  instru- 
mental music. 

This  movement  presents  a  striking  example  of  the 
effect  produced  by  the  excessive  doubling  of  parts 
under  certain  circumstances,  and  of  the  wild  aspect  of 
the  chord  of  the  fourth  on  the  second  note  of  the 
scale;  otherwise  described  as  the  second  inversion  of 
the  chord  of  the  dominant.  It  is  met  with  frequently 
without  either  preparation  or  resolution,  and  it  even 
occurs  once  without  the  leading  note  and  on  an  organ 
point;  the  D  forming  the  bass  of  the  strings,  whilst 
the  G  forms  the  discordant  summit  of  a  few  parts 
assigned  to  the  wind. 

The  adagio  presents  some  characteristic  relation 
with  the  allegretto  m  A  minor  of  the  Seventh  S}iii- 
phony ;  and  w^ith  that  in  E  flat  of  the  fourth.  It 
offers  equally  the  melancholy  gravity  of  the  first  and 
the  touching  grace  of  the  second.  The  theme,  first 
stated  by  the  violoncellos  and  violas,  together  with  a 
simple  pizzicato  double-bass  accompaniment,  is  fol- 
lowed by  a  certain  phrase  for  wind  instruments  which 
recurs  continually  in  the  same  form  and  in  the  same 
key  from  one  end  to  the  other  of  the  movement,  what- 
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ever  may  be  the  successive  modifications  to-  which  the 
original  theme  is  subject.  This  persistence  of  one  and 
the  same  phrase,  in  a^dhering  always  to  its  original 
simplicity,  is  so  profoundly  sad  that  it  produces,  little 
by  little,  upon  the  soul  of  the  listener  an  impression 
impossible  to  describe,  but  which  is  certainly  the  most 
powerful  of  its  kind  which  we  have  ever  experienced. 

Among  the  boldest  harmonic  effects  of  this  sublime 
elegy  may  be  quoted  : 

(i).  The  sostenuto  of  an  upper  part  on  the  dominant 
B  flat  whilst  the  strings  move  rapidly  below ;  passing 
by  the  chord  of  the  sixth  (D  flat,  F,  B  flat),  to  which 
the  said  upper  part  does  not  belong. 

(2).  The  incidental  phrase  executed  by  flute,  oboe 
and  two  clarinets,  proceeding  in  contrary  motion  and 
giving  rise,  from  time  to  time,  to  unprepared  discords 
of  the  second  between  G,  the  leading  note,  and  F,  as 
major  sixth  in  the  key  of  A  flat.  This  third  inversion 
of  the  chord  of  the  seventh  on  the  leading  note  is  for- 
bidden by  most  theorists,  precisely  as  the  upper  pedal 
just  mentioned;  though  it  does  not,  on  that  account, 
present  any  less  delightful  effect.  There  is  also,  at  the 
last  entry  of  the  original  theme,  a  canoji  hi  the  unison 
at  one  bar  distance  between  violins  and  flutes,  clarinets 
and  bassoons.  This  would  gne  to  the  melody  thus 
treated  a  new-  interest,  were  it  possible  to  hear  the 
imitation  of  the  wind  instruments ;  but,  unf  ortunatel}% 
just  then  the  entire  orchestra  is  playing  so  loud  as  to 
render  it  inaudible. 
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The  scherzo  is  a  strange  composition,  the  hrst  bars 
of  which,  though  presenting  nothing  terrible,  cause  that 
strange  emotion  we  are  accustomed  to  experience  under 
the  magnetic  glance  of  certain  individuals.  Every- 
thing in  it  is  mysterious  and  sombre;  the  orchestral 
devices,  with  more  or  less  sinister  aspect,  seeming  to 
belong  to  the  same  order  of  ideas  which  created  the 
famous  Eloksberg  scene  in  Goethe's  "Faust."  Tints 
of  piano  and  mezzo- forte  prevail  throughout.  The 
middle  part,  or  trio,  is  remarkable  for  a  bass  passage 
executed  with  all  the  force  of  the  bow;  the  uncouth 
weight  of  which  shakes  the  very  feet  of  the  players' 
desks  and  resembles  somewhat  the  gambols  of  a 
delighted  elephant.  But  the  monster  departs,  and  the 
noise  of  his  mad  careering  gradually  dies  away.  The 
motive  of  the  scherzo  now  reappears  in  pizzicato; 
peace  is  gradually  regained ;  until  nothing  more  is 
heard  than  a  few  notes,  daintily  plucked  b}' the  violins, 
and  the  faintly  strange  clucking  produced  by  the  bas- 
soons, giving  their  high  A  flat,  closely  opposed  by  G, 
as  octave  in  the  chord  of  the  dominant  minor  ninth. 
Then,  interrupting  the  cadence,  the  stringed  instru- 
ments col  arco  softly  take  the  chord  of  A  flat,  upon 
which  they  repose  for  a  length  of  time.  The  rhythm 
is  entirely  dependent  upon  the  kettledrums,  by  which 
it  is  sustained  in  the  form  of  light  strokes  given  by 
sponge-covered  sticks;  its  design  thus  appearing  in 
dull  form  against  the  general  stagnation  of  the  rest  of 

the  orchestra. 

6 
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The  kettledrum  note  is  C,  and  the  key  of  the  move- 
ment that  of  C  minor;  but  the  chord  of  A  flat,  long 
sustained  by  the  other  instruments,  seems,  on  the  one 
hand,  to  introduce  a  different  tonality,  whilst,  on  the 
other,  the  isolated  martellato  of  the  kettledrum  on  C 
tends  to  preserve  the  sentiment  of  the  original  key. 
The  ear  hesitates,  uncertain  as  to  the  way  in  which  this 
harmonic  mystery  is  about  to  issue;  when  the  dull 
pulsations  of  the  kettledrum,  becoming  more  and  more 
intense,  meet  the  violins  who  have  now  rejoined  the 
rhythmic  movement  and  changed  the  harmony.  The 
chord  is  now  that  of  the  dominant  seventh  (G,  B,D,  F), 
throughout  which  the  kettledrums  obstinately  continue 
their  roll  upon  C  tonic.  And  then  it  is  that  the  entire 
orchestra,  reinforced  by  the;  trombones  which  have 
hitherto  not  appeared,  bursts  forth  in  the  major  mode 
upon  a  triumphal  march-theme,  and  the  finale  begins. 
Everybody  knows  the  effect  of  this  thunder  stroke; 
and  it  is,  therefore,  useless  to  detain  the  reader  with 
any  account  of  it. 

The  critics  have  nevertheless  tried  to  detract  from 
the  merit  of  the  composer  by  declaring  that,  in  the 
above,  he  had  resorted  to  a  mere  vulgar  procedure; 
the  brightness  of  the  major  mode  pompously  succeed- 
ing the  obscurity  of  the  minor  pianissimo.  Also,  that 
the  triumphal  theme  was  lacking  in  originality,  and 
that  the  interest  grew  less  as  the  end  was  approached, 
instead  of  following  a  contrary  order. 
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To  this  we  may  reply  by  asking  : 

Was  less  genius  necessary  to  create  such  a  work  because  the 
passage  from  piano  to  forte  and  that  from  minor  to  major 
were  means  already  known? 

How  many  other  composers  have  resorted  to  the 
same  means,  and  how  far  can  the  results  which  they 
have  obtained  be  compared  to  this  gigantic  song  of 
victory ;  in  which  the  soul  of  the  poet-musician,  hence- 
forth free  from  all  hindrance  and  earthly  suffering, 
seems  to  rise  beaming  towards  the  very  heavens  ?  The 
first  four  bars  of  the  theme  are,  it  is  true,  not  of  great 
originality;  but  the  forms  of  the  fanfare  are  naturally 
restricted;  and  we  do  not  believe  it  would  be  possible 
to  discover  new  ones  without  altogether  emerging  from 
the  simple,  grand  and  pompous  character  which  is 
proper  to  it.  Beethoven,  therefore,  required  only  a 
fanfare  entrance  for  his  hnale ;  and,  throughout  the 
rest  of  the  movement,  and  even  in  the  part  succeeding 
the  principal  phrase,  he  retains  the  elevation  and 
novelty  of  style  which  never  abandons  him.  As  to  the 
reproach  of  not  having  proceeded  with  an  increasing 
interest  to  the  conclusion  the  following  may  be 
replied  : 

Music  cannot,  at  all  events  in  the  state  in  which  we  know 
it,  produce  a  more  violent  effect  than  that  of  the  transition 
from  the  scherzo  to  the  triumphal  march.  It  was,  therefore, 
quite  impossible  to  proceed  v,ith  any  augmentation  of  it. 

To  sustain  such  a  height  of  effect  is,  in  fact,  already 
a   prodigious   effort.     Notwithstanding   the    amplitude 
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of  the  developments  in  which  Beethoven  has  indulged, 
he  has  succeeded  in  accomplishing  this.  But  this  very 
equality  between  the  commencement  and  conclusion 
suffices  to  cause  a  suspicion  of  decrease,  on  account  of 
the  terrible  shock  which  the  nerves  of  the  listener  ex- 
perience at  the  opening.  Nervous  emotion,  thus  raised 
to  its  most  violent  paroxysm,  becomes  immediately 
afterwards  so  much  the  more  difficult  to  effect.  In  a 
long  row  of  columns  of  similar  height  an  optical  illu- 
sion causes  those  which  are  most  removed  to  appear 
smaller  than  the  rest.  Possibly  our  feeble  organisa- 
tion would  be  better  suited  to  a  laconic  peroration 
such  as : 

Notre  general   vous   rappelle, 

by  Gluck.  The  audience  would,  in  this  way,  not  have 
time  to  grow  cold ;  and  the  symphony  would  finish 
before  fatigue  had  intervened  to  prevent  the  possi- 
bility of  accompanying  the  author  in  his  advance. 
This  observation,  however,  only  applies,  so  to  speak, 
to  the  mise-en-scene  of  the  work ;  and  by  no  means 
prevents  this  finale  from  being  in  itself  of  a  magnifi- 
cence and  richness  in  comparison  with  which  there  are 
few  pieces  which  could  appear  without  being  com- 
pletely crushed. 
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(THE    "PASTORAL.") 

THIS  astonishing  landscape  seems  as  if  it  were  the 
joint  work  of  Poussin  and  Michael  Angelo.  A 
desire  to  depict  the  cahii  of  the  country-side  and  the 
shepherd's  gentle  ways  now  actuates  the  composer  of 
"Fidelio"  and  of  the  "  Eroica."  But  let  us  under- 
stand one  another ;  for  here  is  no  question  of  the  gaily 
bedecked  shepherds  of  M.  de  Florian,  and  still  less  of 
those  of  M.  Lebrun,  author  of  "Rossignol,"  or  of 
those  of  J. -J.  Rousseau,  author  of  the  "  Devin  de 
Village."  The  question  is  of  Nature,  in  all  its  simple 
truth. 

The  composer  entitles  his  first  movement : 

"  Erwachen  lieiterer  Empfindungen  bei  cler  Aukunft  auf  dem 
Lande."* 

The  herdsmen  begin  to  appear  in  the  fields.     They 
have  their  usual  careless  manner,   and  the  sound  of 


*  Berlioz's  rendering  of  this  original  title  is— "  Sensations  deuces  qu  inspire 
I'aspect  dun  riant  pay  sage  ';  or— "  The  awakening  of  cheerful  feelings  at  first 
aspect  o;  the  country.  '     (Translators   note.) 
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their  pipes  proceeds  from  far  arxd  near.  Delightful 
phrases  greet  you,  like  the  perfumed  morning  breeze; 
and  swarms  of  chattering  birds  in  flight  pass  rustling 
overhead.  From  time  to  time  the  atmosphere  seems 
charged  with  vapour ;  great  clouds  appear  and  hide  the 
sun;  then,  all  at  once,  they  disappear;  and  there  sud- 
denly falls  upon  both  tree  and  wood  the  torrent  of  a 
dazzling  light.  That  is  the  effect,  as  it  appears  to  me, 
on  hearing  this  movement;  and  I  believe  that,  notwith- 
standing the  vagueness  of  instrumental  expression, 
many  listeners  have  been  impve:-sed  by  it  in  the  same  way. 

Farther  on,  there  is  the  "Scene  am  Fach";*  devoted 
to  contemplation.  No  doubt  the  author  created  this 
admirable  adagio  whilst  reclining  on  the  grass;  gazing 
upwards,  listening  to  the  wind,  and  fascinated  by  the 
surrounding  soft  reflections  of  both  light  and  sound ; 
at  one  and  the  same  time  looking  at,  and  listening  to, 
the  tiny  white  w-aves  as  they  sparkled  along ;  and,  with 
a  slight  murmur,  broke  upon  the  pebbles  of  the  brink. 
It  is  indeed  beautiful. 

There  are  some  persons  who  strongly  reproach  Beet- 
hoven with  having,  at  the  end  of  the  adagio,  endeav- 
oured to  reproduce  the  song  of  three  birds.  As,  in  my 
opinion,  it  is  success  or  non-success  which  decides  about 
the  absurdity  or  otherwise  of  such  attempts,  I  may  tell 


*  Berlioz's  translation  of  this  original  title  is:  "Scene  au 
bold  de  la  riviere" — or,  "Scene  at  the  brook."  (Translator's 
note.) 
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the  adverse  critics  m  this  instance  that  their  stricture 
appears  justifiable,  so  far  as  the  nightingale  is  con- 
cerned; as  the  song  of  this  bird  is  scarcely  better  imi- 
tated here  than  in  the  famous  flute  solo  of  M.  Lebrun; 
for  the  simple  reason  that  the  nightingale  emits  only 
sounds  which  are  inappreciable  and  variab^.c,  and 
which  cannot,  therefore,  be  rendered  by  instruments 
with  fixed  tones  playing  in  a  certain  key.  It  seems  to 
me,  however,  that  this  does  not  apply  either  to  the  quail 
or  to  the  cuckoo;  the  respective  cries  of  which  are — two 
notes  in  one  case,  and  one  in  the  other — notes  true  and 
determined,  and  admitting  therefore  of  an  imitation 
exact  and  complete. 

Now,  if  the  musician  is  to  be  accused  of  puerility 
because  he  renders  exactly  the  song  of  birds  in  a  scene 
where  all  the  calm  voices  alike  of  heaven,  earth  and 
waterfall  hnd  naturally  their  p^ace,  I  may  answer  that 
the  snme  objection  could  also  be  addressed  to  him 
when,  in  a  storm,  he  applies  a  similar  treatir.ent  to  the 
winds,  the  claps  of  thunder,  or  the  bellowing  of  cattle. 
Providence,  however,  can  only  tell  whether  it  has  ever 
entered  the  head  of  one  of  these  critics  to  blame  the 
storm  of  the  "Pastoral"  Synnphony ! 

But  let  us  continue.  The  poet  now  leads  us  into  the 
midst  of  a 

"  Lustiges  Zusammensein  der  Landleute."* 


*  Berlioz's  rendering  of  this  original  title  is:  "Reunion 
joyoiise  de  paysans,"  or:  "Joyous  meeting  of  country  folk." 
(Translator's  note.) 
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They  laugh  and  dance  with  moderation  at  first ; 
whilst,  from  the  Musette,  there  issues  a  gay  refrain, 
accompanied  by  a  bassoon,  which  seems  only  able  to 
intone  two  notes.  Beethoven  has  probably  intended 
this  to  represent  some  good  old  German  peasant, 
mounted  on  a  barrel  and  armed  with  a  dilapidated 
instrument,  from  which  he  just  succeeds  in  drawing 
the  two  principal  notes  of  the  key  of  F ;  its  tonic  and 
dominant.  Every  time  the  oboe  gives  out  its  musette- 
like melody,  which  seems  as  simple  and  gay  as  a  young 
girl  dressed  out  in  her  Sunday  clothes,  the  old  bassoon 
brings  out  his  two  notes.  Should  the  melodic  phrase 
modulate  at  all,  the  bassoon  is  silent;  quietly  counting 
his  rests  until  the  return  of  the  principal  key  permits 
him  to  come  in  again  with  his  imperturbable — "  F,  C, 
F.''  This  effect,  so  excellently  grotesque,  seems  almost 
completely  to  escape  the  attention  of  the  public. 

The  dance  now  becomes  more  animated,  excited  and 
noisy.  The  rhythm  changes,  and  a  melody  of  grosser 
character  in  duple  time  announces  the  arrival  of  the 
mountaineers  with  their  heavy  sabots.  The  portion  in 
triple  time  now  recommences  more  animatedly  than 
ever.  The  whole  becomes  confused,  and  gathers  force; 
flowing  locks  begin  to  fall  upon  the  shoulders  of  the 
peasant-women;  the  mountaineers  have  brought  with 
them  a  wine-inspired  and  demonstrative  joy;  there  is 
clapping  of  hands,  they  cry,  they  run  and  precipitate 
themselves — in  short,  there  is  a  climax  of  excitement. 
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But,  all  at  once,  there  comes  the  distant  thunder, 
spreading  fear  throughout  the  company  of  this  bat 
champetre  and  putting  all  the  dancers  to  flight. 

"  Gewitter— Sturm.'  * 

I  despair  of  being  able  to  give  an  idea  of  this  pro- 
digious movement.  It  must  be  heard  in  order  to  form 
an  idea  of  the  degree  of  truth  and  sublimity  descrip- 
tive music  can  attain  in  the  hands  of  a  man  like  Beet- 
hoven. Listen  ! — listen  to  those  rain-charged  squalls 
of  wind;  to  the  dull  grumblings  of  the  basses;  also  to 
the  keen  whistling  of  the  piccolo,  which  announces  to 
us  that  a  horrible  tempest  is  on  the  point  of  breaking 
out.  The  hurricane  approaches  and  grows  in  force ;  an 
immense  chromatic  feature,  starting  from  the  heights 
of  the  instrumentation,  pursues  its  course  until  it  gropes 
its  way  to  the  lowest  orchestral  depths.  There  it 
secures  the  basses,  dragging  them  with  it  upwards;  the 
whole  shuddering  like  a  whirlwind  sweeping  every- 
thing before  it.  Then,  the  trombones  burst  forth,  the 
thunder  of  the  kettledrums  becomes  redoubled  in  vio- 
lence, it  is  no  longer  merely  rain  and  wind,  but  an 
awful  cataclysm,  the  universal  deluge — the  end  of  the 
world.  This  literally  produces  giddiness;  and  many 
people,  when  they  hear  this  storm,  can  scarcely  tell 
whether  their  emotion  is  one  of  pleasure  or  of  pain. 


*    Berlioz's   rendering   is:    '^Orage,  eclairs  ^^ ;    or:    "Storm, 
tliunder  and  lightning."     (Translator's  note.) 


;6  MID   REALMS    OF    SONG. 

The  symphony  concludes  with  : 

"  Hirtengcsang. 
Frohe,  dankbare  Gefiihle  nach  dem  Sturm.'* 

when  everything  resumes  its  cheerfulness.  The  herds- 
men reappear  upon  the  mountains,  calling  together 
their  scattered  flocks;  the  sky  is  serene,  the  rain  has 
almost  disappeared  and  calm  returns.  With  its  re- 
appearance we  hear  again  those  rustic  songs  the  gentle 
melody  of  which  is  such  repose  to  the  soul  after  the 
consternation  and  shock  produced  by  the  magnificent 
horror  of  the  previous  picture. 

After  that,  can  anyone  really  consider  it  necessary 
to  allude  to  any  strangeness  of  style  which  may  be 
met  with  in  this  gigantic  work?  Shall  we  take  excep- 
tion to  the  five-note  groups  of  violoncellos,  opposed  to 
those  of  four  notes  in  the  double  basses,  which  jostle 
one  another  without  ever  subsiding  into  unison  ?  Must 
we  exclaim  about  the  horn-call,  which  arpeggios  the 
chord  of  C  whilst  the  stringed  instruments  are  holding 
that  of  F  ? 

Truly,  I  cannot  do  it.  For  a  task  of  this  nature  one 
must  reason  coldly ;  and  how  can  we  be  guaranteed 
from  excitement  w^hen  the  mind  is  preoccupied  with 
such  a  subject !  Far  from  that,  one  would  like  to  go 
to  sleep  for  entire  months,  so  as  to  dwell  in  imagina- 


*  Berlioz's  rendering  is:  "  L'action  de  graces  des  paysans 
apres  le  retour  du  beau  temps";  or;  "Song  of  the  peasants; 
their  happy  thankful  feeling  after  the  storm." 
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tion  in  that  unknown  sphere  of  which  genius  has  given 
us  for  a  moment  a  glimpse.  If,  unfortunately,  one 
were  obliged,  after  such  a  concert,  to  attend  either  a 
comic  opera  or  a  soiree  of  fashionable  songs  or  flute 
concertos,  the  effect  would  be  to  make  one  feel  quite 
stupid;  so  that,  to  the  inquiry: 

"How  did  you  like  that  Italian  duet?" 

One  might  gravely  answer  : 

"Very  fine." 

"And  those  clarinet  variations?" 

"  Superb." 

"And  the  flnale  of  the  new  opera?' 

"  Admirable." 

Any  distinguished  artist  who  might  happen  to  hear 
these  answers  without  knowing  the  cause  of  your  pre- 
occupation would  be  sure  to  think  : 

Whoever  is  that  madman  ? 


How  the  antique  poems,  however  beautiful  or 
admired  they  may  be,  pale  into  insignificance  when 
compared  with  this  marvel  of  modern  music  !  Theo- 
critus and  Virgil  were  great  in  singing  the  praises  of 
landscape  beauty,  and  the  following  lines  present  a 
sweet  music  : 

Tu  quoque,  magna  Pales,  et  te  memorande,  canemus 
Pastor  ab  amphryso  ;  vos  Sylvse  amnes  que  Lycjei, 

especially   if  they   are  not  recited  by  barbarians   like 
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Frenchmen,  who  pronounce  Latin  in  such  a  way  as  to 
cause  it  to  be  mistaken  for  the  patois  of  Auvergne. 

But  this  poem  of  Beethoven  ! — these  long  periods  so 
richly  coloured  ! — these  living  pictures  ! — these  per- 
fumes ! — that  light! — that  eloquent  silence! — that 
vast  horizon! — those  enchanted  nooks  secreted  in  the 
woods! — those  golden  harvests! — those  rose-tinted 
clouds  like  wandering  flecks  upon  the  surface  of  the 
sky  ! — that  immense  plain  seeming  to  slumber  beneath 
the  rays  of  the  mid-day  sun! — -Man  is  absent,  and 
Nature  alone  reveals  itself  to  admiration  !— and  this 
profound  repose  of  everything  that  lives!  This 
happy  life  of  aU  which  is  at  rest! — the  little  brook 
which  runs  rippling  towards  the  river ! — the  river 
itself,  parent  of  waters,  which,  in  majestic  silence, 
flows  down  to  the  great  sea! — Then,  Man  intervenes; 
he  of  the  fields,  robust  and  God-fearing — his  joyous 
diversion  is  interrupted  by  the  storm — and  we  have 
his  terror,  his  hymn  of  gratitude. 

Veil  your  faces  !  ye  poor,  great,  ancient  poets — poor 
Immortals !  Your  conventional  diction  with  all  its 
harmonious  purity  can  never  engage  in  contest  with  the 
art  of  sounds.  You  are  glorious,  but  vanquished  ! 
You  never  knew  what  we  now  call  melody ;  harmony ; 
the  association  of  different  qualities  of  tone;  instru- 
mental colouring;  modulation;  the  learned  conflict  of 
discordant  sounds,  which  first  engage  in  combat,  only 
afterwards  to  embrace;  our  musical  surprises;  and 
those  strange  accents  which  set  in  vibration  the  most 
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unexplored  depths  of  the  human  soul.  The  stammer- 
ings of  the  childlike  art  which  you  named  Music  could 
give  you  no  idea  of  this.  You  alone  were  the  great 
melodists  and  harmonists — the  masters  of  rhythm  and 
expression  for  the  cultivated  spirits  of  your  time. 

But  these  words  bore,  in  all  your  tongues,  a  meaning 
quite  different  from  that  which  is  nowadays  their  due. 
The  art  of  sounds,  properly  so-called  and  independent 
of  everything,  is  a  birth  of  yesterday.  It  is  scarcely 
yet  of  age,  with  its  adolescence.  It  is  all  powerful ;  it 
is  the  Pythian  Apollo  of  the  moderns.  We  are  in- 
debted to  it  for  a  whole  world  of  feelings  and  sensa- 
tions from  which  you  were  entirely  shut  out. 

Yes  !  great  and  adored  poets  !  you  are  conquered  : 

Inclyte  sed  victi. 
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SYMPHONY   NO.   ;,    IN   A. 

THE  seventh  s\mphony  is  celebrated  for  its  alle- 
gretto.' This  does  not  arise  because  the  other 
thre?  parts  are  any  less  worthy  of  admiration ;  far  from 
it.  But  thepubHc  does  not  generally  judge  by  any  other 
measure  than  that  of  effect  produced ;  and,  as  it  only 
measures  this  effect  by  the  amount  of  applause,  it 
follows  that  whatever  is  most  applauded  alwa}s  passes 
for  being  the  most  beautiful,  notwithstanding  that 
there  are  beauties  of  infinite  worth  which  are  not  of  a 
nature  to  excite  any  demonstrations  of  approval. 
Then  it  happens  that,  in  order  to  promote  still  further 
the  object  of  this  predilection,  all  the  rest  is  sacrificed 
to  it.  Such  is,  at  all  events  in  France,  the  universal 
custom.  That  is  why,  in  speaking  of  Beethoven,  one 
says:  the  "storm"  of  the  "Pastoral"  S}'mphony ;  the 
"finale"  of  the  Symphony  in  C  minor;  the  "andante" 
of  the  Symphony  in  A,  and  so  on. 

It  does  not  appear  to  be  certain  that  the  latter  was 

*  Which     they     always     call     either     adagio     or     andante. 
(Author's  note.) 
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composed  after  the  "Pastoral"  or  "Eroica"  Sym- 
phonies. Several  authorities  hold,  on  the  contrary, 
that  it  preceded  these  symphonies  by  a  certain  period 
of  time.  The  mere  number  which  designates  it  as  the 
seventh  would,  consequently,  should  this  opinion  be 
well-founded,  refer  merely  to  the  order  of  publication. 
The  first  movement  opens  with  a  broad  and  pompous 
introduction,  in  which  melody,  modulations  and  orches- 
tral designs  successively  compete  for  the  hearer's  in- 
terest ;  besides  commencing  with  one  of  those  effects  of 
instrumentation  of  which  Beethoven  is  incontestibly 
the  creator^  The  entire  mass,  striking  a  chord  both 
loud  and  short,  discovers  an  oboe  during  the  silence 
which  succeeds.  The  entrance  of  this  oboe,  hidden  by 
the  orchestral  attack,  had  not  been  previously  per- 
ceived ;  and  it  now  states  the  opening  melody  in  sos- 
teniitu.  No  more  original  mode  of  opening  could  be 
imagined.  At  the  end  of  the  introduction  the  note  E 
(as  dominant  of  A),  recalled  after  several  excursions 
into  neighbouring  keys,,  becomes  the  object  of  a  play 
of  tone-colour  between  violins  and  flutes  somewhat 
analogous  to  that  met  with  in  the  first  few  bars  of  the 
finale  of  the  "Eroica"  Symphony.  This  E  comes  and 
goes  without  accompaniment  during  six  bars;  chang- 
ing its  aspect  each  time  it  j^asses  from  string  to  wind. 
Finally,  retained  by  flute  and  oboe,  it  serves  to  join 
the  introduction  to  the  allegro;  and  becomes  the  first 
note  of  the  principal  theme,  of  which  it  gradually  out- 
lines the  rhythmical  form.     I  have  heard  this  subject 
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ridiculed  on  account  of  its  rustic  simplicity.  Prob- 
ably the  reproach  of  lack  of  nobleness  would  never 
have  been  applied  to  it  had  the  author,  as  in  the  "  Pas- 
toral "  Symphony,  placed  at  the  head  of  his  allegro  in 
plaui  letters  the  inscription  : 

"Rondo  de  Paysans";   (Peasants'   Rondo). 

We  therefore  see  that,  if  there  are  listeners  who 
prefer  not  to  be  warned  of  the  subject  treated  by  the 
musician,  there  are  others,  on  the  contrary,  indisposed, 
to  v.elcorre  any  idea  presented  to  them  in  an  unaccus- 
tomed dress,  unless  the\'  are  told  beforehand  of  th? 
reason  of  this  anomoly.  In  default  of  being  able  to 
decide  between  two  such  dissimilar  opinions  it  seems 
that  the  artist,  in  such  a  case,  can  do  no  better  than 
follow  his  own  sentiment;  without  foolishly  straining 
after  the  chimera  of  popular  suffrage. 

The  phrase  in  question  is  of  a  rhythm  extremely 
marked;  which,  afterwards  passing  to  the  harmony,  is 
reproduced  in  a  multitude  of  aspects  without  arresting 
its  cadenced  march  until  the  end.  The  employment 
of  a  rhythmic  form  in  ostinato  has  never  been 
attempted  with  so  much  success;  and  this  allegro,  the 
extensive  development  of  which  runs  constantly  upon 
the  same  idea,  is  treated  with  such  inconceivable  saga- 
city, the  changes  of  tonality  are  so  frequent  and  in- 
genious, the  chords  are  formed  mto  groups  and 
enchainments  of  such  novelt\',  that  the  movement  con- 
cludes before  the  attention  and  ardent  emotion  which 
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it  excites  m  the  listener  have  had  time  to  lose  anything 
of  their  extreme  vivacity. 

The  harmonic  effect  most  seriously  blamed  by  the 
partisans  of  scholastic  discipline,  and  at  the  same  time 
the  most  successful  one,  is  that  of  the  resolution  of  the 
discord  in  the  chord  of  six,  five,  on  the  subdominant 
in  the  key  of  E  natural.  This  discord  of  ths  second, 
placed  in  an  upper  part  against  a  loud  tremolo 
between  the  first  and  second  violins,  is  resolved  in  a 
way  aUogether  new.  One  resolution  might  have 
allowed  the  E  to  remain,  and  have  caused  the  F  sharp 
to  rise  to  G;  whilst  another  might  have  kept  the  F, 
whilst  causing  the  E  to  fall  to  D.  Bee'hoven  uses 
neither  one  nor  the  other  of  these.  Without  changing 
his  bass  he  brings  the  two  parts  of  the  discord  together, 
in  an  octave  on  F  natural,  by  making  the  F  sharp 
descend  a  semitone  and  the  E  a  major  seventh.  The 
chord,  therefore,  which  was  previously  one  of  six,  five, 
now  becomes  a  minor  sixth;  its  fifth  having  dis- 
appeared upon  F  natural.  The  sudden  change  from 
forte  to  piano  at  the  precise  moment  of  this  singular 
harmonic  transformation  both  gives  it  a  more  decided 
aspect  and  renders  its  grace  twofold. 

Let  us  not  forget,  before  passing  to  the  next  move- 
ment to  mention  the  curious  crescendo  by  means  of 
which  Peethoven  reintroduces  his  favourite  rhythm, 
which  he  had  for  an  instant  abandoned.  Tt  is  pro- 
duced by  a  two-bar  phrase  : 

D,  C  sharp,  R  sharp,  R  sharp,  C  sharp, 
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in  the  key  of  A  major;  repeated,  eleven  times  in  suc- 
cession, at  a  low  pitch,  by  the  basses  and  violas;  whilst 
the  wind  instruments  hold  E,  above,  below  and  in  the 
middle,  in  quadruple  octave;  and  whilst  the  violins 
keep  on  delivering,  as  a  sort  of  chime,  the  notes  : 

E,  A,   E,  C   sharp, 

the  percussions  of  which  continually  increase  in  speed 
and  are  combined  in  such  a  way  as  to  present  the 
dominant  when  the  basses  are  at  D  or  B  sharp;  and 
either  the  tonic  or  its  third  whenever  they  play  C  sharp. 
This  is  absolutel)'  new;  and  no  imitator  has,  I  think, 
\'et  tried  very  happily  to  apply  this  beautiful  dis- 
covery. 

The  rhythm,  which  is  one  as  simple  as  that  of  the 
first  movemient,  although  of  different  form,  is  equally 
the  principal  cause  of  the  incredible  effect  produced  by 
the  allegretto.  It  consists  exclusively  of  a  dactyl  fol- 
lowed by  a  spomdee;  which  occur  without  ceasing, 
sometimes  in  three  parts,  sometimes  in  a  single  one, 
and  sometimes  in  the  whole  of  the  parts  together. 
Sometimes  they  serve  as  an  accompaniment,  often 
attracting  a  concentrated  attention  to  themselves,  or 
furnishing  the  first  theme  of  a  small  episodial  double 
fugue  for  the  stringed  instruments.  It  appears  at  first 
for  the  lower  strings  of  the  violas,  violoncellos  and 
double  basses,  marked  with  a  simple  puuio;  with  the 
intention  of  being  soon  afterwards  repeated  in  a 
fiamss'njio    full    of    melancholy    and    mystery.      From 
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there  it  passes  to  the  second  violins;  whilst  the  violon- 
cellos chant  a  sort  of  lamentation  in  the  minor  mode; 
the  rhythmical  phrase  continuing  to  rise  from  octave 
to  octave,  and  thus  arriving  at  the  pitch  of  the  first 
violins.  These,  by  a  crescendo,  transmit  it  to  the  wind 
instruments  in  the  upper  region  of  the  orchestra ;  where 
it  then  bursts  forth  in  all  its  force.  Thereupon,  the 
melodious  plaint  being  stated  with  greater  energy, 
assumes  the  character  of  a  convulsive  lamentation ; 
irreconciliab^e  rhythms  painfully  agitate  one  against 
another;  for  these  are  tears,  and  sobs  and  supplications 
— in  short,  the  expression  of  a  grief  without  limit  and 
of  a  devouring  form  of  suffering.  /  "Rut  a  gleam  of 
hope  has  just  appeared;  these  agonising  accents  being 
succeeded  by  a  vapourous  melody,  pure,  simple,  soft, 
sad  and  resigned;  like  patience  smiling  at  grief.  Only 
the  basses  continue  their  inexorable  rhythm  under  this 
rainbow  of  melody ;  and  it  seems,  if  I  may  borrow  a 
quotation  from  English  poetry,  like  : 

One  fatal  remembrance,  one  sorrow,  that  throws 
Its  black  shade  alike  o'er  our  joys  and  our  woes. 

After  a  few  alternations  remindful  of  anguish  and 
resignation  the  orchestra,  as  if  fatigued  by  such  a  pain- 
ful struggle,  presents  only  fragments  of  the  original 
theme,  and  dies  away  exhausted.  The  flutes  and  oboes 
take  up  the  theme  with  a  murmuring  voice,  but  strength 
fails  them  to  finish  it;  and  it  is  the  violins  to  whom 
the    termination    falls,   in    a   few    notes  of    pizzicato. 
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scarcely  perceptible.  Afterwards,  with  a  flicker  of 
fresh  animation,  remindful  of  the  flame  of  a  lamp 
which  is  about  to  die  out,  the  wind  instruments  exhale 
a  profound  sigh  upon  an  indecisive  harmony,  and  all 
is  silence.  This  plaintive  exclam.ation,  with  which  the 
andante  both  commences  and  concludes,  is  produced 
by  a  chord  (that  of  the  6-4)  which  has  a  continual  ten- 
dency to  resolve  upon  some  other;  and  the  incomplete 
harmonic  sense  of  which  is  the  only  one  which  could 
permit  its  use  for  the  purpose  of  finishing  in  such  a 
way  as  to  leave  the  hearer  with  a  vague  impression 
and  to  augment  the  feeling  of  dreamy  sadness  in 
which  the  whole  of  the  preceding  must  necessarily 
have  plunged  him. 

The  subject  of  the  Scherzo  is  modelled  in  quite  a 
new  style.  It  is  in  F  major;  and,  instead  of  con- 
cluding its  first  section  in  C,  or  B  flat,  or  D  minor,  or 
A  minor,  or  A  flat,  or  D  flat,  after  the  habit  of  the 
great  majority  of  pieces  of  this  kind,  it  is  upon  the 
key  of  its  third — or  in  other  words  upon  A  natural 
major — that  the  modulation  at  last  falls.  The  scherzo 
of  the  "Pastoral"  symphony,  which  is  also  in  F,  mod- 
ulates into  D  major  a  third  lower.  There  is  some 
resemblance  in  the  colour  presented  by  this  contrast 
of  keys;  but  this  is  not  the  only  affinity  to  be  observed 
as  existing  between  the  two  works.  The  trio  of  the 
present  movement  (presto  meno  assa'i),  in  which  the 
violins  hold  the  dominant  almost  continuaH)-,  whilst 
the  oboes  and  clarinets  execute  a  genial  rustic  melody 
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below,  is  altogether  within  the  sentiment  of  the  land- 
scape and  the  idyll.  We  meet  m  it  also  a  new  form 
oi' crescendo,  stated  in  a  lower  part  by  the  second  horn, 
which  murmurs  the  two  notes 

A,   G   sharp 

in  duple  rhythm,  although  the  bar  is  of  three  beats; 
and  accentuates  the  G  sharp,  although  A  is  the  in- 
tegral note.  The  public  seems  always  struck  with 
astonishment  on  hearing  this  passage. 

The  finale  is  at  least  as  rich  as  th?  precedmg  move- 
ments in  new  combinations,  piquant  modulations  and 
capricious  charm.  The  theme  presents  a  certain  rela- 
tion with  that  of  the  overture  of  "Armide";  but  it  is 
only  in  the  arrangement  of  the  first  few  notes,  and  is 
more  evident  to  the  eye  than  to  the  ear;  for,  when 
executed,  nothing  can  be  more  dissimilar  than  these 
two  ideas.  We  should  better  appreciate  the  freshness 
and  coquetry  of  Reethoven's  phrase,  so  different  from 
the  cavalier-like  spirit  of  Gluck's  theme,  if  the  chords 
taken  in  upper  parts  by  the  wind  instruments  were  less 
dominating  over  the  first  violins  singing  in  the  medium 
register,  whilst  the  second  violins  and  violas  accom- 
pany the  iPielody  below  with  a  trejnolo  in  double- 
stopping.  Throughout  the  course  of  this  finale  Beet- 
hoven has  drawn  effects  as  graceful  as  they  are  un- 
foreseen from  the  sudden  transition  from  the  key  of 
C  sharp  minor  to  that  of  D  major.  One  of  his 
happiest  bold  harmonic  strokes  is  unquestionably  the 
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great  pedal  on  the  dominant  E  ;  set  off  by  a  D  sharp 
of  a  vaUie  equal  to  that  of  the  principal  note.  The 
chord  of  the  seventh  is  also  sometimes  introduced 
above  in  such  a  way  that  the  D  natural  of  the  upper 
parts  falls  precisely  upon  the  D  sharp  of  the  basses. 
Cne  might  expect  the  result  of  this  to  be  a  horrible 
discord;  or,  at  aM  events,  a  deficiency  of  clearness  in 
the  harmony.  Nothing  of  the  kind  happens,  how- 
ever; for  the  tonal  force  of  this  dominant  is  such  that 
the  D  sharp  does  not  affect  it  in  any  wa\',  and  the 
bourdon  of  E  continues  exclusively  to  be  heard.  Peet- 
hoven  did  not  write  his  music  for  the  mere  purpose 
rf  being  looked  at. 

Ths  coda  which  is  introduced  by  this  threatening 
pedal  is  of  extraordinary  brightness,  and  well  Vxorthy 
of  terminating  such  a  masterpiece — alike  of  technical 
abilit)',    taste,    fantasy,    knowledge   and    inspiration. 
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SYMPHONY    XO.    8.    IX    I-. 

THIS  symphony  is  m  F,  like  the  "  Pastcrale " ;  but 
conceived  within  proportions  less  vast  than  ith, 
predecessors.  However,  if  it  scarceh*  surpasses  in 
respect  of  amplitude  of  form  the  first  s}mphcny  m  C, 
it  is,  at  all  events,  far  superior  to  it  m  the  threefold 
respect  of  instrumentation,  rh\thm  and  melodic  style. 

The  first  movement  contains  two  subjects;  both 
being  gentle  and  calm  in  character.  The  second, 
which,  in  our  opinion,  is  the  more  remarkable,  seems 
continually  to  avoid  th^  perfect  cadence;  b}'  modu- 
lating hrst  of  all,  in  a  totally  unexpected  manner  (the 
phrase  begins  m  D  and  finishes  in  C),  and  after- 
wards, in  disappearing,  without  any  conclusion,  on  the 
chord  of  the  diminished  seventh. 

To  hear  this  melodic  caprice  it  would  almost  seem 
as  if  the  author,  though  desiring  a  gentle  emotion,  had 
been  suddenly  prevented  from  continuing  his  joyous 
song  by  the  intervention  of  some  sad  idea. 

The  andante  scherzando  is  one  of  those  productions 
for  which   it  would   be  equally   vam  to   seek  either   a 

»5 
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model  or  a  counterpart;  which  seem  to  have  fallen  from 
heaven,  and  to  have  straightway  entered  the  author's 
mind ;  which  he  therefore  writes,  as  it  were,  at  a  stroke ; 
and  which  we  can  only  listen  to,  amazed,  ii  The  wind 
instruments  here  play  a  part  which  is  the  opposite  of 
that  which  usually  falls  to  their  lot.  In  other  words 
they  accompany,  with  added  chords,  repeated  eight 
times  pianissimo  in  each  bar,  the  lightsome  dialogue 
a  fiintci  cVarco  of  the  violins  and  basses.  It  is  soft 
and  ingenuous,  besides  being  of  an  indolence  specially 
graceful  ;  like  the  song  of  two  children  gathering 
flowers  in  a  meadow  on  a  beautiful  spring  morning. 

The  principal  phrase  is  formed  of  two  sections  of 
three  bars  each,  the  symmetrical  disposition  of  which 
is  disturbed  by  the  silence  which  follows  the  bass 
reply.  It  thus  happens  that  the  first  section  finishes 
upon  a  weak,  and  the  second  upon  a  strong,  beat. 
The  chord-repetitions  of  oboe,  clarinets,  horns  and 
bassoons  are  so  interesting  that  the  listener  seems  to 
be  prevented  from  noticing  the  symmetrical  defect  pro- 
duced in  the  cant  a  bile  of  the  string  instruments  by 
the  amount  of  added  silence. 

The  addition  alluded  to  evidently  exists  only  for 
the  purpose  of  allowing  the  delightful  chord  from 
which  the  happy  melody  is  next  to  take  its  flight  to 
be  somewhat  longer  heard  alone.  We  see  again,  by  this 
example,  that  the  law  of  strict  outline  may  sometimes 
be  infringed  with  success;  but  can  it  be  believed  that 
this  ravishing  idyll  concludes  by  the  very  one  of  all 
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common  features  for  which  Beethoven  had  the  greatest 
aversion  ?  viz.,  by  the  Italian  cadence.  At  the  moment 
when  the  instrumental  conversation  of  the  two  little 
orchestras,  wind  and  strmg,  is  most  attractive,  the  com- 
poser, as  if  he  had  been  suddenly  compelled  to  finish, 
makes  the  violins  play  in  tremolo  the  four  notes  : 


G 

sixth 

F 

domiiUDit 

A 

leading  note 

Bflat 
tonic 

repeats   them   several   times   precipitately,    for    all   the 
world  as  the  Italians  do  when  they  sing 


Fe  -  li  - 


ta, 


and  then — stops  short !  I  have  never  been  able  to 
explain  to  myself  this  comical  wind-up. 
"^  A  minuet,  with  all  the  cut  and  precise  movement  of 
the  minuets  of  Haydn,  here  takes  the  place  of  the 
scherzo  in  quick  triple  time  which  Beethoven  invented ; 
and  of  which  he  made  such  ingenious  and  attractive 
use  in  all  his  other  symphonic  compositions.  To  speak 
truly,  this  movement  is  but  ordinary ;  and  the  antiquity 
of  the  form  seems  somehow  to  have  stifled  the  com- 
poser's thought. 

The  finale,  on  the  contrary,  sparkles  with  life;  its 
ideas  being  brilliant,  new  and  luxuriously  developed. 
There  are  to  be  found  diatonic  progressions,  in  two 
parts  and  in  contrary  motion,  serving  the  composer  as 

means  for  a  crescendo  of  immense  extent  and  grand 
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effect  for  his  peroration.  The  harmony  merely  in- 
cludes a  few  cases  of  harshness;  produced  by  the 
resolution  of  passing-notes  not  being  sufficiently 
prompt,  and  by  the  passing-notes  occasionally  stop- 
ping short  before  a  rest. 

By  somewhat  straining  the  mere  letter  of  theoretical 
law  these  passing  discords  can  easily  be  explained; 
but,  in  performance,  they  always  produce  a  more  or 
less  unpleasant  effect.  A  contrary  instance  is  afforded 
by  the  high  pedal  of  the  flutes  and  oboes  on  F ;  whilst 
the  drums,  tuned  in  the  octave,  hammer  out  the  same 
note  below,  at  the  re-entry  of  the  theme;  the  violins 
playing  : 

C,  G,  B  flat, 

of  the  chord  of  the  dominant  seventh,  preceded  by  the 
third — F,  A,  fragment  of  the  tonic  chord.  I  hold  that 
this  sustained  upper  note,  which  is  forbidden  theoreti- 
cally, as  it  forms  no  part  of  the  harmony,  gives  no 
offence.  Far  from  that,  thanks  to  an  adroit  disposi- 
tion of  the  instruments  and  to  the  peculiar  character 
of  the  phrase  the  result  of  this  aggregation  of  sound 
is  excellent,  and  of  remarkable  sweetness. 

We  must  not  omit  to  mention,  before  concluding,  a 
certain  orchestral  effect — the  one  of  all  perhaps  which 
most  surprises  the  listener  at  the  performance  of  this 
finale.  We  allude  to  the  note,  C  sharp,  which  is  loudly 
struck  by  the  entire  mass  of  instruments  in  unison  and 
octave  after  a  diminuendo  which  has  just  died  away 
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upon  C  natural.  This  roar  of  sound  is  immediately 
followed,  on  the  first  two  occasions,  by  a  return  of  the 
theme  in  F.  This  shows  that  the  C  sharp  was  enhar- 
monically  really  a  D  flat,  chromatically  altered  from 
the  sixth  note  of  the  scale.  But  the  third  appearance 
of  this  strange  return  bears  a  different  aspect.  The 
orchestra  having  modulated  to  C,  as  before,  now 
strikes  a  gemiine  D  flat ;  followed  by  a  fragment  of 
the  theme  in  that  key.  Then  comes  an  equally  genuine 
C  sharp;  succeeded  by  another  portion  of  the  theme  in 
C  sharp  minor.  Resuming  now  the  same  C  sharp,  and 
repeating  it  three  times  with  increase  of  force,  the 
entire  theme  now  enters — in  F  sharp  minor. 

The  same  sound,  therefore,  which  had  figured  at  the 
beginning  as  a  minor  sixth,  becomes  successively  at  its 
last  appearance  : 

1.  Tonic,  major,  flattened. 

2.  Tonic,  minor,   flattened. 

3.  Dominant. 

All  this  is  very  curious. 
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TO  analyse  such  a  composition  is  a  difficult  and 
dangerous  task,  and  one  which  we  have  long  hesi- 
tated to  undertake.  It  is  a  hazardous  attempt,  excuse  for 
which  can  only  lie  in  persevering  efforts  to  place  our- 
selves at  the  composer's  point  of  view  and  thus  per- 
ceive the  inner  sense  of  his  work,  feel  its  effect,  and 
study  the  impressions  which  it  has  so  far  produced ; 
both  upon  privileged  organisations  and  upon  the 
public  at  large.  Amongst  the  many  judgments  which 
have  been  passed  upon  this  work  there  are  perhaps  not 
even  two  which  are  identical.  It  is  regarded  by  some 
critics  as  a  monstrous  folly.  Others  can  only  see  in  it 
the  parting  gleams  of  an  expiring  genius.  A  few, 
more  prudent,  confess  that  they  do  not  yet  understand 
it;  but  are  hopeful  of  being  able  to  appreciate  it,  at 
least  approximately,  later  on.  The  great  bulk  of 
artists  deem  it  to  be  an  extraordinary  conception ; 
though  some  of  its  parts  are  not  yet  explained,  and 
appear  to  have  no  direct  object. 

But  there  are  a  few  musicians  who  are  impelled  by 
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their  nature  to  bestow  every  care  in  examining  what- 
ever may  tend  to  increase  the  field  of  art.  These  have 
ripely  reflected  upon  the  general  plan  of  the  "Choral" 
Symphony ;  and,  after  having  read  it  and  attentively 
listened  to  it  on  many  occasions,  they  are  firm  in  the 
conviction  that  this  work  forms  the  most  magnificent 
expression  of  Beethoven's  genius.  That  opinion,  as 
we  have  already  hinted  in  these  pages,  is  the  one  to 
which  we  adhere. 

Without  prying  into  what  the  composer  may  have 
wished  to  express  in  the  way  of  ideas  personal  to 
himself  in  this  vast  musical  poem,  this  being  a  search 
in  favour  of  which  the  field  of  conjecture  is  equally 
open  to  everyone,  let  us  see  if  the  novelty  of  form  is 
not  here  justified  by  an  intention  altogether  inde- 
pendent of  philosophic  or  religious  thought,  an  inten- 
tion as  reasonable  and  beautiful  for  the  fervent 
Christian  as  for  the  Pantheist  or  Atheist — an  intention, 
in  fact,  purely  musical  and  poetical. 

Beethoven  had  already  written  eight  symphonies 
before  this.  What  means  were  open  to  him,  in  the 
event  of  his  purposing  to  go  beyond  the  point  at  which 
he  had  already  arrived,  by  the  unaided  resources  of 
instrumentation  ?  The  junction  of  vocal  with  instru- 
mental forces.  But,  in  order  to  observe  the  law  of 
crescendo,  and  to  place  the  power  of  the  auxiliary 
which  he  wished  to  give  the  orchestra  in  effective  relief 
in  the  work  itself,  was  it  not  necessary  still  to  allow 
the  instruments  to  occupy  the  foreground  of  the  picture 
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which  he  proposed  to  unfold  ?  This  proposition  being 
once  admitted,  we  can  easily  imagine  him  induced  to 
adopt  a  style  of  mixed  music  capable  of  serving  as 
connecting  link  between  the  two  great  divisions  of  the 
symphony.  It  was  the  instrumental  "  recitative  "  which 
thus  became  the  bridge  which  he  ventured  to  throw  out 
between  chorus  and  orchestra ;  and  over  which  the  in- 
struments passed  to  attain  a  junction  with  the 
voices. 

The  passage  being  decided  on,  the  author  was 
obliged  to  make  his  intention  clear  by  announcing  the 
fusion  which  he  was  about  to  effect.  Then  it  was  that, 
speaking  by  the  mouth  of  a  Coryphee,  he  himself  cried 
out,  in  employing  the  very  notes  of  the  instrumental 
recitative  which  he  had  just  employed  : 

0  Fieiinde,  nicht  diese  Tone  !  sondeni  lasst  mis  aiigeiiehmeiG 
anstimmen,   und   freiidenvollere.* 

In  the  above  lies,  so  to  speak,  the  "treaty  of  alli- 
ance "  entered  into  between  chorus  and  orchestra ;  the 
same  phrase  of  recitative  pronounced  by  one  and  the 
other  seeming  to  be  the  form  of  an  oath  mutually 
taken.  From  that  point,  the  musician  was  free  in  the 
choice  of  the  text  of  his  choral  composition.  It  is  to 
Schiller  that  Beethoven  applies.     He  takes  the  poet's 


*  "0  Friends,  not  tones  like  these:  But  let  us  turn  to  others,  more  pleasant 
ani  full  of  joy." 

Berlioz's  renlering  is  as  under: 

"Amis!  plus  da  pareils  accords,  mais  commencons  des  chants  plus  agreable, 
et  plus  remplis  de  joii."  These  words  are  not  Schiller's  but  Beethoven's. 
(Translator's  note.) 
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"  Ode  to  Joy,"  colours  it  with  a  thousand  tints  which 
the  unaided  poetry  could  never  have  conveyed,  and, 
right  up  to  the  end,  he  pursues  one  continual  road  of 
increasing  pomp  and  grandeur  and  eclat. 

Such  is,  probably,  the  reason,  more  or  less  plausible, 
of  the  general  arrangement  of  this  immense  composi- 
tion; the  several  parts  of  which  we  are  now  about  to 
study. 

The  first  movement,  with  its  imprint  of  sombre 
majesty,  does  not  resemble  any  which  Beethoven  had 
previously  written.  The  harmony  is  sometimes  of  an 
excessive  boldness;  and  designs  of  the  most  original 
kind  as  well  as  features  of  the  most  expressive  order 
meet,  cross  and  interlace  in  all  ways  without  producing 
either  obscurity  or  encumbrance.  On  the  contrary,  the 
general  result  is  one  effect  which  is  perfectly  clear. 
The  multitude  of  orchestral  voices  may  complain  or 
threaten,  each  one  in  its  own  peculiar  way  or  special 
style.  But  they  all  seem  to  unite  in  forming  one 
single  voice;  so  great  is  the  force  of  the  sentiment  by 
which  they  are  animated. 

This  allegro  maestoso,  written  in  D  minor,  com- 
mences, however,  upon  the  chord  of  A  without  its 
third;  or,  in  other  words,  with  a  continuation  of  the 
notes  A,  E,  placed  as  a  fifth,  and  arpeggioed  above 
and  below  by  the  first  violins,  violas  and  double  basses, 
so  that  the  listener  does  not  know  whether  what  he 
hears  is  the  chord  of  A  minor,  that  of  A  major,  or  that 
of  the  dominant  of  D.     This  prolonged  indecision  as 
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regards  tonality  gives  much  force  and  dignity  of  char- 
acter to  the  entry  of  the  tutti  on  the  chord  of  D  minor. 
The  peroration  contains  accents  which  move  the  soul 
completely ;  and  it  would  be  difficult  to  find  anything 
more  profoundly  tragic  that  this  song  of  the  wind 
mstruments  under  which  a  chromatic  phrase  in  iretnolo 
for  the  stringed  instruments  gradually  swells  and  rises 
— grumblmg  the  while,  like  the  sea  at  approach  of  a 
storm.     This  is  indeed  a  magnificent  inspiration. 

We  shall  have  more  than  one  occasion  in  course  of 
this  work  to  draw  attention  to  aggregations  of  notes  to 
which  it  is  really  impossible  to  give  the  name  of  chords, 
and  it  is  as  well  to  admit  that  the  reason  of  these 
anomalies  escapes  us  completely.  Thus,  at  page  17* 
of  the  admirable  movement  of  which  we  have  just 
spoken,  there  is  a  melodic  design  for  clarinets  and 
bassoons,  in  the  key  of  C  minor,  which  is  accompanied 
in  the  following  way  : 

1.  The  bass  takes  F  sharp  (with  diminished  seventh 
harmony). 

2.  Then,  A  flat  (with  chord  of  three,  four  and  aug- 
mented sixth). 

3.  Lastly,  G  (above  which  the  flutes  and  oboes 
strike  the  notes,  E  flat,  G,  C,  yielding  a  chord  of  six, 
four). 


*  As  the  page  here  indicated  will  naturally  fail  to  corres- 
pond with  editions  of  the  vrork  at  present  in  use,  the  reader 
desirous  of  identifying  the  passage  referred  to  must  be  entirely 
guided  by  its  description.     (Translator's  note.) 
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No.  3  would  thus  correctly  resolve  No.  2  if  the 
second  violins  and  violas  did  not  persist  in  adding  to 
the  harmony  the  two  notes.  F  and  A  flat;  which  so 
pervert  it  as  to  produce  a  very  disagreeable  confusion, 
though  happily  very  short. 

This  passage  is  but  lightly  instrumented  and  is  of  a 
character  altogether  free  from  roughness;  for  which 
reason  I  cannot  understand  this  quadruple  discord,  so 
strangely  introduced  without  cause.  One  might  sus- 
pect an  engraver's  error ;  but,  on  examining  these  two 
bars  and  those  which  precede  them,  all  doubt  dis- 
appears; and  the  conviction  arises  that  such  was  really 
the  intention  of  the  composer. 

The  scherzo  vivace  which  follows  contains  nothing 
similar.  We  find  in  it,  it  is  true,  several  pedals,  both 
high  and  medium  on  the  tonic ;  and  which  pass  through 
the  chord  of  the  dominant.  But  I  have  already  made 
my  profession  of  faith  on  the  subject  of  these  holding- 
notes  foreign  to  the  harmony ;  and  there  is  no  need  of 
this  new  example  to  prove  the  excellent  help  which  can 
be  drawn  therefrom  when  they  are  naturally  induced 
by  the  musical  sense.  It  is  by  means  of  the  rhythm 
especially  that  Beethoven  has  been  able  to  imbue  this 
charming  badinage  with  so  much  interest.  The  theme, 
so  full  of  vivacity  when  it  presents  itself  with  its  fugal 
reply  at  a  distance  of  four  bars,  literally  sparkles  with 
life,  later  on;  when,  the  answer  coming  in  a  bar  sooner 
than     expected,    by    that    means    forms    a    three-bar 
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rhythmic  design,  in  lieu  of  the  duple  rhythm  of  the 
commencement. 

The  middle  of  the  scherzo  is  taken  up  by  a  presto 
a  deiLX  ternfs  (alia  breve)  of  quite  a  country-like 
joviality,  and  of  which  the  theme  unfolds  itself  upon 
the  intermediary  pedals,  either  of  tonic  or  dominant, 
and  with  accompaniment  of  a  counter-melody  which 
also  harmonises  equally  well  with  one  or  other  of  these 
two  holding-notes.  The  song  is  introduced  for  the 
last  time  by  an  oboe  phrase  of  delightful  freshness; 
which,  after  having  toyed  for  some  time  with  the  chord 
of  the  major  ninth  (dominant  of  D)  disports  itself  m 
the  key  of  F  in  a  manner  as  graceful  as  it  is  unex- 
pected. In  this  may  be  perceived  a  reflection  of  those 
gentle  impressions  so  dear  to  Beethoven — impressions 
produced  by  the  aspect  of  Nature  smiling  and  calm, 
the  purity  of  the  air,  or  the  first  rays  of  dawn  on  a 
spring  morning. 

In  the  adagio  cantabile  the  principle  of  unity  is  so 
litt^.e  observed  that  it  might  rather  be  regarded  as  two 
distinct  pieces  than  as  one.  The  first  melody,  in  B 
flat  and  in  common  time,  is  succeeded  by  another 
melody,  absolutely  different  from  it,  in  triple  time,  and 
in  D.  Then  the  first  theme,  slightly  altered  and 
varied  by  the  first  violins,  makes  a  second  appearance 
in  the  original  key,  for  the  purpose  of  reintroducing  the 
triple  melody.  This  now  appears  without  either  altera- 
tion or  variation  in  the  key  of  G;  after  which  the  first 
theme  definitively  installs  itself,  and  does  not  again 
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permit  its  rival  subject  to  share  with  it  the  attention  of 
the  listener. 

Several  hearings  are  necessary  before  one  can  alto- 
gether become  accustomed  to  so  singular  a  disposition 
of  this  marvellous  adagio.  As  to  the  beauty  of  all 
these  melodies,  the  infinite  grace  of  the  ornaments 
applied  to  them,  the  sentiments  of  melancholy  tender- 
ness of  passionate  sadness  and  of  religious  meditation 
which  they  express,  if  my  prose  could  give  of  all  this 
even  an  approximate  idea,  music  would  have  found  in 
the  "written  word"  such  a  competitor  as  even  the 
greatest  of  all  poets  was  never  able  to  oppose  to  it.  It 
is  an  immense  work;  and,  when  once  its  powerful 
charm  has  been  experienced,  the  only  answer  for  the 
critic  who  reproaches  the  composer  for  having  violated 
the  law  of  unity  is  : 

So  much   the  worse  for  the  law! 

We  are  now  approaching  the  moment  when  the  vocal 
and  orchestral  elements  are  to  be  united.  The  violon- 
cellos and  double  basses  intone  the  recitative,  of  which 
we  have  already  spoken,  after  a  ritornello  of  the  wind 
instruments  as  violent  and  rough  as  a  cry  of  anger. 
The  chord  of  the  major  sixth  (F,  A,  D)  with  which 
this  presto  starts  off  is  intruded  upon  by  an  appoggia- 
tura  on  the  B  flat,  struck  at  the  same  time  by  flutes, 
oboes  and  clarinets.  This  sixth  note  of  the  key  of  D 
minor  grates  horribly  against  the  dominant  and  pro- 
duces  an   excessively   harsh   effect.     This   is   well   ex- 
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pressive  of  fury  and  rage;  but  I  still  do  not  quite  see 
what  it  was  that  excited  the  composer  to  this  senti- 
ment, unless,  before  saying  to  his  Coryphee  : 

Let  us  turn  to  other  tones  more  pleasant  and  full  of  joy, 

he  wanted,  in  virtue  of  some  odd  whim,  to  calumniate 
instrumental  harmony. 

He  seems  to  regret  it,  however,  for,  between  each 
phrase  of  the  bass  recitative,  he  quotes,  as  souvenirs 
held  in  affection,  fragments  of  the  three  preceding 
movements;  and,  moreover,  after  this  same  recitative, 
he  places  in  the  orchestra,  amid  an  exquisite  choice  of 
chords,  the  beautiful  theme  which  all  the  voices  are 
shortly  about  to  sing  to  the  ode  of  Schiller.  This 
chant,  of  calm  and  gentle  character,  becomes  gradually 
more  animated  and  brilliant  in  passing  from  the 
basses,  who  first  announce  it,  to  the  violins  and  wind 
instruments.  After  a  sudden  interruption,  the  entire 
orchestra  resumes  the  furious  ritornello  already  men- 
tioned, which  now  announces  the  vocal  recitative. 

The  first  chord  is  again  placed  on  F ;  which  is 
supposed  to  carry  third  and  sixth.  It  does  really  carry 
them ;  but,  this  time,  the  composer  is  not  contented  with 
the  appoggiatura  B  flat,  for  he  adds  E,  G  and  C  sharp, 
so  that 

ALL   THE   NOTES    OF   THE   MINOR   DIATONIC    SCALE 

are  played  together,  and  produce  the  frightful 
assemblage  : 

F,  A,  C  sharp,  E,  G,  B  flat,  D. 
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The  French  composer  Martin,  says  Martini,  wanted, 
in  his  opera  of  "  Sappho,'  about  forty  years  ago,  to 
produce  an  analogous  effect,  by  employing,  all  at  once, 
every  diatonic,  chromatic  and  enharmonic  interval. 
This  happens  at  the  moment  when  Phaon's  lover  is 
about  to  throw  herself  into  the  waves;  and,  without 
troubling  about  the  suitability  of  such  an  attempt,  and 
without  asking  whether  or  no  this  venture  was  an  in- 
fringement of  the  dignity  of  art,  we  may  be  sure,  at 
all  events,  that  his  object  was  not  misunderstood.  My 
efforts  to  discover  that  of  Eeethoven  would,  however, 
be  completely  useless.  I  perceive  a  formal  intention — 
a  calculated  and  thought-out  project — to  produce  two 
discords  at  the  two  instants  which  precede  the  succes- 
sive appearances  of  vocal  and  instrumental  recitative. 
But,  though  I  have  sought  high  and  low  for  the  reason 
of  this  idea,  I  am  forced  to  avow  that  it  is  unknown  to 
me. 

The  Coryphee,  after  having  sung  his  recitative,  the 
words  of  v/hich,  as  we  have  said,  are  by  Beethoven  him- 
self, alone  delivers  the  theme  of  the  "Ode  to  Joy,"  to 
the  light  accompaniment  of  two  wind  instruments  and 
strings  pizzicato. 

This  theme  appears  right  up  to  the  end  of  the  sym- 
phony ;  and  is  always  recognisable,  although  its  aspect 
changes  continually.  The  study  of  these  various 
transformations  presents  an  interest  so  much  the  more 
powerful  as  each  one  of  them  gives  a  new  and  decided 
tint  to  the  expression  of  one  and  the  same  sentiment — 
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that  of  joy.  This  joy  is,  at  Erst,  full  of  gentleness 
and  peace;  but  becomes  somewhat  more  lively  at  the 
moment  when  the  female  voices  make  themselves 
heard.  The  time  changes;  the  phrase  first  sung  in 
common  time  now  appears  in  6-8  and,  with  continual 
syncopation;  when  it  assumes  a  stronger  character; 
becomes  more  agile;  and,  generally,  approaches  a  war- 
like style. 

This  is  the  song  of  the  hero  sure  of  victory ;  we  can 
almost  see  his  armour  sparkle  and  hear  the  sound  of 
his  measured  step.  A  fugato  theme,  in  which  the  ori- 
o-inal  melodic  design  may  still  be  traced,  serves  for  a 
while  as  material  for  orchestral  disportment — ^this 
representing  the  various  movements  of  a  crowd,  active 
and  full  of  ardour. 

But  the  chorus  soon  returns,  forcibly  chanting  the 
joyous  hymn  in  its  first  simplicity;  aided  by  the  wind, 
which  repeats  the  chords  in  following  the  melody ;  and 
traversed,  in  many  ways,  by  a  diatonic  design,  exe- 
cuted by  the  entire  mass  of  strings,  in  unison  and 
octave. 

The  andante  maestoso  which  follows  is  a  kind  of 
chorale;  first  intoned  by  the  tenors  and  basses  of  the 
chorus  with  one  trombone,  violoncellos  and  basses. 
The  joy  is  now  religious,  grave  and  immense.  The 
choir  ceases  for  a  moment,  in  order  to  resume  its  wide 
harmony  with  a  lesser  strength,  after  an  orchestral  solo 
producing  an  organ  effect  of  great  beauty.  The  imi- 
tation of  the  majestic  instrument  of  Christian  churches 
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is  produced  by  the  flute  lower  register,  the  clarinet 
chalumeau,  the  lower  sounds  of  the  bassoon,  the  violas 
divided  into  high  and  medium  parts,  and  the  vio^-on- 
cellos  playing  upon  their  open  strings  G,  D  or  upon  C 
open  string  with  its  octave. 

This  movement  begins  in  G ;  passing  into  C  and  then 
into  F,  and  finishing  by  an  organ-point  on  the  domin- 
ant seventh  of  D.  Following  it  is  a  grand  allegro  in 
6-4  in  which,  from  the  very  beginning,  the  first  theme, 
already  so  variously  produced,  and  the  chorale  of  the 
preceding  andante  appear  united.  The  contrast  of 
these  two  ideas  is  rendered  even  more  salient  by  a 
rapid  variation  of  the  joyous  song,  which  is  executed 
below  the  long  notes  of  the  chorale,  not  only  by  the 
first  violins,  but  also  by  the  double  basses. 

Now,  it  is  impossible  for  double  basses  to  execute  a 
succession  of  notes  so  rapid ;  and  no  one  has  yet  been 
able  to  explain  how  a  man  so  skilful  as  Beethoven  in 
the  art  of  instrumentation  could  possibly  forget  him- 
self so  far  as  to  write  for  this  heavy  instrument  a 
feature  of  this  kind. 

There  is  less  manliness,  less  grandeur  and  more 
lightness  of  style  m  the  next  movement;  the  substance 
of  which  presents  a  simple  gaiety,  first  expressed  by 
four  voices  alone,  and  afterwards  warmly  coloured  by 
addition  of  the  chorus. 

Some  tender  and  religious  accents  alternate,  twice 
successively,  with  this  gay  melody ;  but  the  movement 
increases  in  precipitation.     The  whole  orchestra  breaks 
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out ;  and  percussion  instruments,  including  kettledrums, 
cymbals,  triangle  and  bass  drum  rudely  mark  the 
strong  beats  of  the  bar.  Joy  resumes  dominion — - 
popular  and  tumultuous  joy,  which  would  even 
resemble  an  orgy  did  not  the  whole  of  the  voices,  in 
terminating,  pause  anew  upon  a  solemn  rhythm,  in 
order  to  send  their  last  salute  of  love  and  respect  to 
religious  joy  by  an  ecstatic  exclamation.  The  orches- 
tra finishes  alone;  but  not  without  projecting  from  its 
ardent'  course  fragments  of  the  first  theme,  of  which 
one  cannot  tire. 

A  translation  as  exact  as  possible  of  the  German 
poetry  treated  by  Eeethoven  will  now  give  the  reader 
the  key  to  this  multitude  of  musical  combinations, 
skilled  auxiliaries  of  a  sustained  inspiration,  docile 
instruments  of  a  powerful  and  indefatigable  genius. 

It  is  as  follows  : 

O  joy  I  beautiful  god-like  spark,  daughter  of  Elysium,  we 
enter  thy  sanctuary  all  ardent  with  divine  fire  I  Thy  magic 
power  unites  again  those  whom  the  world  keeps  strictly  apart ; 
under  the  shadow  of  thy  wing  all  men  become  brothers. 

He  who  has  the  happiness  to  be  friend  of  a  friend,  he  who 
possesses  a  good  woman  ;  yes,  he  who  can  call  even  one  soul  on 
this  earth  his  own,  let  him  mix  his  joy  with  ours!  But  let 
the  man  to  whom  this  has  not  been  granted  steal  away  from 
us,  in  weeping. 

All  beings  drink  of  joy  at  the  bosom  of  Nature;  the  good  and 
the  wicked  follow  their  flowery  ways.  From  Nature  we  have 
kisses  and  wine  and  a  friend  proved  in  death.  She  has  given 
pleasure  to  the  worm  ;  the  cherubim  stands  before  trod. 

Gay,  as  the  suns  revolve  in  the  vast  heavenly  expanse,  so, 
brethren,  follow  your  way,  full  of  joy,  like  the  hero  who  marches 
to  victory. 
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Let  millions  of  beings  embrace;  may  this  kiss  reach  the 
entire  world  !  Brethren,  beyond  the  stars  there  must  dwell 
a  dear  Father. 

Millions,  do  ye  prostrate  yourselves  P  World,  dost  thou 
recogni.'-.e  the  Creator?  Seek  Him  above  the  canopy  of  the 
stars!     There  is  His  dwellin"g-place.* 


This  symphony  is  the  most  difficult  of  all  by  this 
composer;  its  performance  necessitating  study,  both 
patient  and  repeated;  but,  above  all,  well  directed.  It 
requires,  moreover,  a  number  of  singers  greater  than 
would  otherwise  be  necessary;  as  the  chorus  is  evi- 
dently supposed  to  cover  the  orchestra  in  many  places; 
and,  also,  because  the  manner  in  which  the  music  is  set 
to  the  words  and  the  excessive  height  of  some  of  the 
vocal  parts  render  voice  production  difficult,  and 
diminish  the  volume  and  energy  of  the  sounds 
produced. 


*  Berlioz's  version  is  as  fullows : 

O  Jdie  :  belle  etincelle  des  dieux,  fills  de  I'Elyace,  nous  encrons  tout  brulants  du 
feu  divin  dans  ton  sanctuaire!  un  pouvoiv  magique  reunit  ceux  que  le  monde  et  le 
rang  separent;  a  rombre  de  ton  aile  si  douce  tous  les  hommes  deviennent  freres. 

Celui  qui  a  le  bonheur  d'etre  devenu  I'ami  d'un  ami;  celui  qui  possede  une 
femme  aiinable ;  oui,  celui  qui  peut  dire  a  soi  une  ame  sur  cette  terre,  que  sa  joie 
se  melea  la  notre  :  mais  qup  Ihomme  a  qui  cette  feliciie  ne  fut  pas  accordee  se 
glisse  en  pleurant  hors  au  lieu  qui  nous  rassemble  ! 

Tous  les  etres  boivent  la  joie  au  sein  de  la  nature;  les  bons  et  les  mdchants 
suivent  des  chemins  de  fleurs.  La  nature  nous  a  donne  I'amour,  le  vin  et  lamort, 
catoed  preuvede  I'amitie.  Eile  a  donn^  la  volupt^  au  ver  ;  le  cherubin  est  debout 
devan    Dieu. 

Gai !  gai !  comme  les  soltils  roulent  sur  le  plan  magnifique  du  ciel,  de  meme. 
freres,  courez  fouruir  votre  carriere,  pleins  de  joie  comme  le  hercs  qui  marche  a 
la  victoire. 

Que  des  millions  d'etres,  que  le  monde  entier  se  confonde  dans  un  meme  em- 
brassement !     Freres,  au  dela  des  spheres  doit  habiter  un  pere  bien-aine. 

Millions,  vous,  vous  prosternez  ?  reconnaissez-vous  I'ceuvre  du  Cr^ateur ; 
Cherchiz  I'auteur  de  ,ces  merveilles  au-dessus  des  astreF,  car  c'est  la  qu'il  reside. 
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Whatever  may  be  said,  it  is  certain  that  Beethoven, 
when  finishing  his  work,  and  when  contemplating  the 
majestic  dimensions  of  the  monument  he  had  just 
erected,  might  very  well  have  said  to  himself  : 

Let  Death  come  now,   my  task  is  accomplished. 


A    FEW   WORDS    ON    THE    TRIOS    AND 
SONATAS    OF    BEETHOVEN. 


A  FEW  WORDS  ON  THE  TRIOS  AND 
SONATAS  OF  BEETHOVEN. 

TFIERE  are  many  people  in  France  for  whom  the 
name  of  Beethoven  awakens  ideas  only  of  the 
Orchestra  and  of  the  Symphony.  They  do  net 
know  that,  in  every  style  of  music,  this  indefatigable 
Titan  has  left  behind  him  masterpieces  of  almost 
equal  excellence. 

He  has  written  an  opera,  "Fidelio";  a  ballet, 
"Prometheus";  a  melodrama,  "Egmont";  tragedy- 
overtures:  those  of  "Coriolan"  and  "The  Ruins  of 
Athens";  six  or  seven  other  overtures  on  indeter- 
minate subjects;  two  great  masses;  an  oratorio, 
"Mount  of  Olives";  eighteen  string  quartets;  several 
other  quartets  and  quintets  for  three  or  four  wind  in- 
struments and  piano ;  trios  for  piano,  violin  and  'cello ; 
a  great  numbtr  of  sonatas  for  piano  alone  or  for  piano 
with  violin  or  'cello;  a  septet  for  four  string  and  three 
wind  instruments;  a  great  violin  concerto;  four  or  five 
piano  concertos  with  orchestra ;  a  fantasia  for  piano, 
orchestra   and   chorus;   a  multitude  of   variations   for 
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different  instruments;  songs  and  romances  with  piano 
accompaniment;  a  collection  of  hymns  for  one  or 
several  voices ;  a  cantata  or  lyric  scena  with  orchestra ; 
choruses  with  orchestra  on  different  German  poems; 
two  volumes  of  harmony  and  counterpoint  studies; 
and,  to  wind  up  with,  the  nine  famous  symphonies. 

It  must  not  be  supposed  that  this  fecundity  of  Beet- 
hoven has  anythmg  m  common  with  that  of  the  Italian 
composers,  who  only  reckon  their  works  by  the  fifty  ;  as, 
for  instance,  the  hundred  and  sixty  scores  of  Paisiello. 
Certainly  not;  such  an  idea  would  be  terribly  unjust. 
If  we  except  "The  Ruins  of  Athens"  overture,  and, 
perhaps,  two  or  three  other  fragments  really  unworthy 
of  the  great  name  they  bear,  and  which  only  fell  from 
their  composer's  pen  at  those  rare  moments  of  drowsi- 
ness which  Horace  reproaches  with  a  certain  irony  to 
good  Homer  himself,  everything  else  is  in  the  noble, 
elevated,  firm,  bold,  expressive,  poetical  and  always 
neiv  sty^.e  which,  without  question,  renders  Eeethoven 
the  sentinel  in  advance  of  musical  civilisation. 

It  is  quite  as  much  as  can  be  said  if,  in  this  great 
number  of  compositions,  one  may  discover  a  few  vague 
resemblances  between  some  of  the  thousands  of  phrases 
which  form  their  splendour  and  their  life.  This 
["astonishing  faculty  of  being  always  neiv,  without 
departing  from  what  is  true  and  beautifuITj  can  be 
understood  to  a  certain  point  in  pieces  of  a  lively  move- 
ment. The  thought  is  then  aided  by  a  rhythmic 
resource ;  and  can,  in  its  capricious  bounds,  more  easily 
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escape  from  the  beaten  track.  But  where  we  fail  to 
understand  it  is  in  the  adagios — in  those  extra-human 
meditations  into  which  the  Pantheistic  genius  of  Beet- 
hoven so  loves  to  plunge  itself.  Then,  there  is  no 
more  passion ;  no  more  earthly  pictures  or  hymns, 
either  to  joy,  love  or  glory.  No  more  childish  songs  or 
gentle  talk;  no  more  sallies,  whetlier  bitter  or 
grotesque;  nor  any  more  of  those  terrible  bursts  of 
fury — those  accents  of  hatred,  which  the  pangs  of  a 
secret  suffering  so  often  compel.  He  has  no  longer 
even  disdam  in  his  heart,  for  he  is  no  longer  of  our 
kind.  He  has  forgotten  it ;  and,  no  longer  m  our 
atmosphere,  but  calm  and  solitary,  swimming  in  the 
ether,  he  is  like  those  eagles  of  the  Andes  who  wing 
through  space  at  heights  below  m  which  other  creatures 
would  find  nothing  but  asphyxia  and  death.  His 
glances  are  directed  into  space;  and  he  flies  towards 
the  suns,  singing  the  praise  of  infinite  nature. 

Are  we  to  believe  that  the  genius  of  this  man  was 
able  to  take  such  a  flight,  so  to  speak,  whenever  he 
liked  :^  We  may  convince  ourselves  of  that,  however. 
b)'  the  numerous  proofs  which  he  has  left;  less  in  h:s 
symphonies  than  in  his  compositions  for  piano  alone. 
There,  and  only  there,  having  no  longer  a  numerous 
audience  in  view,  such  as  the  public  or  the  crowd,  he 
seems  to  have  written  only  for  himself,  with  that 
majestic  abandonment  which  the  bulk  of  people  do 
not  understand,  and  which  the  necessity  of  promptly 
arriving    at    what    we    call    "effect"    must    inevitably 
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spoil.  There,  also,  the  task  of  the  executant  becomes 
exacting;  if  not  by  the  difficulties  of  mechanism,  at 
least  by  the  great  intelligence  and  profound  sentiment 
which  such  works  require  from  him.  The  virtuose 
must,  at  all  cost,  efface  himself  before  the  composer; 
after  the  manner  of  the  orchestra  in  the  symphonies. 
There  must  be  complete  absorption  of  one  by  the  other. 
But  it  is  precisely  by  identifying  himself  in  this  way 
with  the  thought  which  he  transmits  to  us  that  the  in- 
terpreter rises  to  the  entire  height  of  his  model. 

There  is  a  work  of  Eeethoven  known  by  the  name  of 
"Sonata  in  C  sharp  minor,"  the  adagio  of  which  is  one 
of  those  poetical  productions  which  human  language 
cannot  describe.  The  means  employed  are  extremely 
simple;  for  the  left  hand  merely  displays  some  wide 
chords  of  a  sadly  solemn  character,  holding  each  one 
sufficiently  long  for  the  vibrations  of  the  strings  to 
die  away ;  whilst  the  right  employs  its  lower  fingers  to 
arpeggio  an  ostinato  accompaniment,  the  form  of 
which  scarcely  varies  from  end  to  end ;  and  during 
which  the  other  fingers  cause  a  sort  of  lamentation  to 
be  heard — the  melodic  efflorescence  of  a  sombre  har- 
mony. One  day,  about  thirty  years  ago,  Liszt  was 
executing  this  adagio  before  a  few  friends  of  whom  1 
was  one;  and  he  took  upon  himself  to  distort  it  some- 
what, after  the  manner  which  he  had  then  adopted  in 
order  to  make  himself  applauded  by  the  fashionable 
public;  and,  instead  of  the  long  sustainings  of  the  bass 
and    severe   uniformity   of   rhythm    and    movement   of 
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which  I  have  just  spoken,  he  used  shakes  and  tremolos 
— he  hurried  and  slackened  the  time — thus  disturbing, 
by  passionate  accents,  the  calm  of  that  sadness;  and 
causing:  the  roll  of  thunder  to  issue  from  that  cloudless 
sky,  which  was  but  slightly  overcast  by  the  setting  sun. 

This  caused  me  to  suffer  cruelly,  I  avow ;  even  more 
than  it  has  ever  happened  to  me  to  suffer  on  hearing 
those  wretched  singers  of  ours  embellish  the  grand  air 
in  "  Der  Freischiitz " ;  for,  added  to  the  torture,  was 
the  chagrin  of  seeing  such  an  artist  fall  into  the  pit 
which  is  generally  reserved  for  mediocrities. 

But,  what  could  be  done  ?  Liszt  was  then  just  like 
these  children  who,  without  complaint,  get  up  after  a 
fall  (which  we  have  to  pretend  not  to  see) ;  and  who 
would  burst  into  tears  if  anyone  held  a  hand  to  them. 
And  grandly  did  he  get  up  again ;  for,  a  few-  years 
afterwards,  it  was  no  longer  he  who  was  pursuing  suc- 
cess, but  success  which  w^as  running  itself  out  of  breath 
in  pursuit  of  him  :   the  tables  were  turned. 

We  must  now  return  to  our  sonata.  Recently,  one 
of  those  men  of  heart  and  mind  whom  artists  are  so 
happy  to  meet  had  gathered  a  few-  friends,  and  I  was 
of  the  number.  Liszt  arri\ed  during  the  evening;  and, 
finding  the  conversation  turning  upon  the  value  of  a 
piece  by  Weber,  which,  w^hether  by  reason  of  an  in- 
different performance  or  from  some  other  cause,  the 
public  had  received  rather  badly,  he  took  his  seat  at 
the  piano  in  order  to  reply  to  the  antagonists  of 
Weber  in  his  own  way. 
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The  argument  seemed  to  admit  of  no  reply.;  and 
everyone  was  constrained  to  confess  that  a  work  of 
genius  had  been  misunderstood.  As  Liszt  finished, 
the  lamp  seemed  about  to  go  out;  and  one  of  the  com- 
pany was  preparing  to  light  it  again. 

"Don't  do  so,"  said  I,  "if  he  will  only  play  us  the 
C  sharp  minor  adagio  of  Beethoven,  the  faint  light 
will  certainly  not  spoil  it." 

"With  pleasure,"  said  Liszt,  "only,  put  out  the  light 
altogether,  and  screen  the  fire;  let  us  have  comp^.ete 
darkness." 

Then,  in  the  obscurity,  and  after  a  moment's  com- 
posure, the  noble  elegy — the  same  which  formerly  he 
had  so  strangely  distorted,  appeared  in  all  its  sublime 
simplicity.  Not  a  note  or  emphasis  was  added  to 
what  the  composer  had  written.  It  was  the  shade  of 
Beethoven,  brought  forth  by  the  virtuose,  and  whose 
great  voice  we  heard.  Each  one  of  us  was  trembling 
in  silence;  and,  after  the  last  chord,  no  one  stirred — 
for  it  had  moved  us  to  tears. 

A  somewhat  considerable  portion  of  the  French 
public,  however,  knows  nothing  of  the  existence  of 
these  marvellous  works.  Certainly,  the  entire  trio  in 
B  flat,  the  adagio  of  the  one  in  D  and  the  Sonata  in 
A  for  piano  and  'cello  should  have  proved  to  those  to 
whom  they  are  familiar  that  the  great  composer  is  far 
from  having  devoted  all  the  treasures  of  his  genius  to 
orchestra  alone. 

But  this  is  not  his  last  word  :    for  that  we  must  go 
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to  the  sonatas  for  piano  alone.  The  moment  will 
perhaps  soon  come  when  these  works,  which  are  ahead 
cf  all  that  is  most  advanced  in  art,  will  be  under- 
stood, if  not  by  the  crowd,  at  least  by  a  select  public. 
This  is  an  experience  to  be  tested ;  but,  should  it  not 
succeed,  it  must  be  tried  again  later. 

The  great  sonatas  of  Feethoven  form  a  good  guage 
wherewith  to  measure  the  development  of  our  own 
musical  intelligence. 


"FIDELIO." 
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"FIDELIO." 

Opera  in  Three  Acts  by  Beethoven. 
The  Production  at  the  Theatre  Lyriqiie. 

ON  the  first  ventose,  of  the  year  VI,  the  theatre  of 
the  Rue  Feydeau  produced,  for  the  first  time, 
"Leonora,  or  Conjugal  Love;  historic  fact,  m 
two  acts"  (for  such  was  the  title  of  the  piece);  words 
by  M.  Bouilly,  music  by  P.  Gaveaux.  The  work 
appeared  to  be  only  second-rate,  notwithstanding  the 
talent  displayed  by  the  actors  of  the  principal  parts. 
These  were  Gaveaux,  the  composer  of  the  music;  and 
Madame  Scio.  a  great  actress  of  that  time. 

Several  years  afterwards  Paer  wrote  a  graceful  score 
to  an  Italian  libretto  of  which  the  Leonora  of  M. 
Bouilly  was  again  the  heroine;  and  it  was  in  coming 
away  from  a  representation  of  this  work  that  Beet- 
hoven, with  the  uncouth  humour  habitual  to  him,  said 
to  Paer  : 

"  I  like  your  play.  I  have  a  good  mind  to  set  it  to 
music." 
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Such  was  the  origin  of  the  masterpiece  which  we 
have  now  to  consider.  The  first  appearance  of  the 
"Fidelio"  of  Beethoven  on  the  German  stage  did  not 
forbode  the  future  celebrity  of  that  work;  and  it  is 
said  that  the  representations  of  it  were  soon  sus- 
pended. Some  time  afterwards,  however,  it  reap- 
peared ;  modified  in  several  ways,  both  as  to  music 
and  text;  and  furnished  with  a  new  overture.  This 
second  trial  was  a  complete  success;  and  Beethoven, 
loudly  recalled  by  the  audience,  was  brought  upon  the 
stage  after  the  first  act,  and  again  after  the  second 
act;  the  finale  of  which  produced  an  enthusiasm 
hitherto  unknown  at  Vienna.  The  score  of  "Fidelio" 
was,  however,  none  the  less  subject  to  varying  degrees 
of  bitter  criticism;  but,  dating  from  that  moment,  it 
was  performed  on  every  stage  in  Germany ;  where  it 
has,  ever  since,  maintained  its  position;  and  where  it 
now  forms  part  of  the  classical  repertoire.  The 
London  theatres,  somewhat  later,  extended  to  it  the 
same  honour;  and,  in  1827,  upon  the  occasion  of  a 
German  troupe  coming  to  represent  it  at  Paris, 
"Fidelio,'  the  two  principal  parts  in  which  were  sung 
with  rare  talent  by  Hailzinger  and  Madame  Schroeder- 
Devrient,  was  welcomed  with  enthusiasm.  It  has  just 
been  placed  upon  the  Theatre-Lyrique ;  a  fortnight 
ago  it  was  appearing  on  that  of  Covent  Garden  in 
London;  and,  at  the  present  moment,  they  are  playing 
it  in  New  York.  Tell  me,  if  you  can,  at  what  theatres 
the  "Leonora,"  either  of  Gaveaux  or  of  Paer,  is  now 
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being  performed.  It  is  only  the  book-worms  who  even 
know  of  the  existence  of  these  two  operas.  They  are 
done  with ;  and  exist  no  more.  The  fact  is  that,  of 
these  three  scores,  the  first  is  extremely  weak ;  the 
second  scarcely  a  work  of  talent ;  and  the  third  a 
masterpiece  of  genius. 

In  fact,  the  more  I  hear,  and  the  more  I  read,  Beet- 
hoven's work,  the  more  I  find  it  worthy  of  admiration. 
The  general  effect  and  the  details  of  it  appear  to  me 
equally  beautiful ;  for,  everywhere,  energy,  grandeur, 
originality  and  a  sentiment  as  profound  as  it  is  true  is 
to  be  found  revealed. 

It  belongs  to  that  powerful  race  of  calumniated 
works  upon  which  are  outpoured  the  most  inconceiv- 
able prejudices,  and  the  most  manifest  falsehoods; 
but  the  vitality  of  which  is  so  intense  that  nothing  can 
prevail  against  it.  Like  those  vigorous  beeches,  born 
amid  rocks  and  ruins,  which  finish  by  splitting  the 
rocks  and  piercing  the  walls,  and  which  rise  at  last, 
proud  and  verdant,  all  the  more  solidly  implanted  on 
account  of  the  obstacles  they  have  had  to  overcome  in 
order  to  emerge;  whilst  the  willows  which  grew  with- 
out any  trouble  upon  the  river  bank,  fall  into  its  bed, 
and  perish  forgotten. 

Beethoven  wrote  four  overtures  for  his  one  opera. 
After  having  finished  the  first  one  he  began  it  again, 
without  anyone  knowing  exactly  why ;  retaining  the 
general  disposition  and  all  the  subjects,  but  joining 
them  bv  different  modulations,  scoring  them  anew,  and 
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adding  a  crescendo  effect  and  a  flute  solo.  This  solo 
is  not,  in  my  opinion,  worthy  of  the  great  style  of  the 
rest  of  the  work.  The  composer,  however,  seems  to 
have  preferred  this  second  version — since  it  was  the 
first  published.  The  manuscript  of  the  other  one 
remained  in  possession  of  M.  Schindler,  a  friend  of 
the  composer;  and  was  published,  only  ten  years  ago, 
at  the  house  of  Richaut.  I  have  had  the  honour  of 
conducting  it  some  twenty  times  at  Drury  Lane 
Theatre  in  London,  and  at  a  few  concerts  in  Paris;  its 
effect  being  both  grand  and  exciting.  The  second 
version,  however,  has  preserved  the  popularity  which 
it  acquired  under  the  name  of  "overture  to  Leonora"; 
and  it  will  probably  keep  it. 

This  superb  overture,  perhaps  the  most  beautiful  of 
Beethoven,  shared  the  fate  of  several  numbers  of  the 
opera;  and  was  suppressed  after  the  first  representa- 
tions. Another  (also  in  C,  like  the  two  others),  of 
charming  and  gentle  character,  but  the  conclusion  of 
which  did  not  seem  calculated  to  excite  applause,  met 
with  no  better  fortune.  Finally,  the  composer  wrote, 
for  the  revival  of  his  opera  in  modified  form,  the  Over- 
ture in  E;  known  by  the  name  of  overture  to  "Fidelio," 
and  which  was  definitively  adopted,  in  preference  to 
either  of  the  three  others.  It  is  a  masterful  piece,  pos- 
sessed of  incomparable  life  and  light,  a  real  sym- 
phonic chef  d'ceirore;  but  one  which  dees  not  fit,  either 
by  its  character  or  its  material,  the  opera  to  which  it 
serves  as  an  introduction.     The  other  overtures,  on  the 
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contrary,  are,  to  some  extent,  the  opera  of  "Fidelio" 
abridged;  they  present,  together  with  the  tender  ac- 
cents of  Leonora,  the  sorrowful  plaint  of  the  prisoner 
dying  of  hunger;  the  delightful  melodies  of  the  trio 
of  the  last  act;  the  distant  fanfare  of  the  trumpet 
announcing  the  arrival  of  the  minister  who  is  to  de- 
liver Florestan;  in  fact,  they  palpitate  with  dramatic 
interest,  and  are  real  overtures  to  ''Fidelio!' 


The  principal  theatres  of  Germany  and  England, 
having  perceived,  after  thirty  or  forty  years,  that  the 
second  overture  of  "Leonora"  (the  first  published) 
was  a  magnificent  work,  perform  it  now  as  an  entr'acte 
between  the  first  and  second  acts,  whilst  keeping  the 
Overture  in  E  for  the  actual  opening.  It  is  a  pity 
that  the  Theatre-Lyrique  has  not  thought  fit  to  follow 
this  example.  We  should  even  like  to  see  the  con- 
servatoire do  the  same  as  Mendelssohn  did  at  a 
Gewandhaus  concert  at  Leipzig;  and  give  us,  at  one 
of  its  seances,  the  whole  of  the  four  overtures  of  Beet- 
hoven's opera. 

But  this,  most  likely,  would  appear  an  experiment 
too  bold  for  Paris  (why!);  and  boldness,  we  know,  is 
not  a  defect  of  our  musical  institutions.  . 

The  subject  of  "Fidelio"  (for  something  must  be 
said  about  the  piece  itself)  is  sad  and  melodramatic, 
and  has  contributed  not  a  little  to  nourish  the  pre- 
judice of  the  French  public  against  this  opera.     The 
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story  is  of  a  state-prisoner  whom  the  governor  of  a 
fortress  desires  to  starve  in  his  dungeon.  The 
prisoner's  wife,  Leonora,  disguised  as  a  young  boy, 
ingratiates  herself  with  Rocko,  the  jailer,  as  a  servant, 
under  the  name  of  Fidelio.  Marceline  is  the  daughter 
of  Rocko,  and  is  engaged  to  the  turnkey,  Jacquino; 
but,  falling  in  love  with  the  enticing  appearance  of 
Fidelio,  she  soon  neglects  her  vulgar  swain  in  favour 
of  the  new-comer.  Pizarre,  the  governor,  impatient 
for  the  death  of  his  victim,  and  not  finding  hunger 
sufficiently  swift  in  action,  resolves  to  go  and  strangle 
him  where  he  lies.  Order  is  given  to  Rocko  to  dig  a 
hole  in  the  corner  of  the  dungeon ;  where  the  prisoner's 
body  is  shortly  to  be  thrown. 

Rocko  chooses  Fidelio  to  help  him  in  this  ghastly 
task ;  and  the  poor  woman  is  anguished  at  thus  finding 
herself  near  her  husband,  who  is  ready  to  succumb, 
and  whom  she  dare  not  approach.  Soon,  the  cruel 
Pizarre  presents  himself;  the  shackled  prisoner  gets 
up,  perceives  his  executioner,  and  challenges  him; when 
Pizarre  rushes  forward  with  a  dagger  in  his  hand,  just 
as  Fidelio,  throwing  herself  between  them,  draws  a 
pistol  from  her  bosom  and  presents  it  to  the  face  of 
Pizarre,  who  starts  back  in  fright. 

At  that  very  moment  a  trumpet  is  heard  in  the  dis- 
tance. It  is  the  signal  to  lower  the  portcullis  and  open 
the  gate  of  the  fortress.  The  arrival  of  the  minister 
is  announced,  the  governor  is  prevented  from  finishing 
his  work  of  blood,  he  rushes  from  the  dungeon,  and 
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the  prisoner  is  saved.  The  fact  is  that,  when  the  min- 
ister appears,  he  recognises  in  the  victim  of  Pizarre 
his  friend  Florestan,  upon  which  there  is  general  de- 
light; though  a!l  to  the  confusion  of  poor  Marceline, 
who,  learning  that  Fidel io  is  a  woman,  goes  back  to 
Jacquino. 

They  have  thought  it  advisable  at  the  Theatre- 
Lyrique  to  trace,  over  the  situations  of  this  piece  of 
M.  Bouilly.  an  altogether  new  drama.  The  scene  of 
the  latter  is  laid  at  Milan,  in  1495;  its  principal  char- 
acters being  Ludovic  Sforza,  Jean  Galleas,  his  wife, 
Isabella  of  Aragon  and  Charles  \TII,  King  of  France. 
They  have  been  thus  enabled  to  conclude  with  a  bril- 
liant tableau,  set  off  by  ccstumes  brighter  than  those 
of  the  original  piece.  That,  at  all  events,  was  the  only 
reason,  poor  as  it  was,  which  induced  ^I.  Carvalho, 
the  able  director  of  this  theatre,  at  the  time  that 
"Fidelio"  was  being  rehearsed,  to  desire  such  a  sub- 
stitution. In  France  they  do  not  admit  that  a  foreign 
opera  should  be  purely  and  simply  translated.  Still, 
the  work  was  done  without  much  prejudice  to  the 
score;  as  all  the  numbers  remained  united  to  situa- 
tions of  a  character  similar  to  those  for  which  they 
had  been  originally  written. 

What  stands  in  the  way  of  the  music  of  "Fidelio" 
as  regards  the  Parisian  public  is  the  chasteness  of  its 
melody;  the  great  disdain  of  the  composer  for  sonor- 
ous effects  which  are  not  justified;  and  his  contempt 
for  conventional   terminations   and   periods   which   are 


138  MID   REALMS   OF    SONG. 

too  obvious.  There  is  also  additional  cause  in  the 
opulent  sobriety  of  his  instrumentation;  the  boldness 
of  his  harmony ;  and,  above  all  I  venture  to  say,  the 
profundity  of  his  feeling  for  expression.  Everything 
must  be  listened  to  in  this  complex  music,  everythmg 
must  be  heard,  in  order  to  enable  us  to  understand  it. 
The  orchestral  parts,  which  are  sometimes  principal  and 
sometimes  obscure,  are  liable  to  contain  the  very  ac- 
cent of  expression,  the  cry  of  passion,  in  fact,  the  very 
idea ;  which  the  author  may  not  have  been  able  to  give 
to  the  vocal  part.  This  does  not  imply  any  lack  of 
the  latter's  predominance;  as  those  pretend  w^ho  never 
tire  of  chanting  the  old  reproaches.  That  addressed 
by  Gretry  to  Mozart  ran  : 

lie  has  imt  the  j)edestal  on  the  stage  and  the  statue  in  the 
orchestra ; 

but  the  same  had  already  been  addressed  to  Gluck, 
and  was,  later  on,  addressed  to  Weber,  Spontini  and 
Eeethoven.  It  will  never  cease  to  be  addressed  to  any 
composer  who  abstains  from  writing  platitudes  for  the 
voice,  and  who  gives  an  interesting  part  to  the  orches- 
tra; however  much  learning  and  discretion  he  may 
exhibit. 

Truly,  the  people  who  are  so  prompt  to  blame  the 
great  masters  for  a  pretended  predominance  of  instru- 
ments over  voices  do  not  much  esteem  this  learning  or 
discretion;  for  we  have  seen,  every  day  for  the  last 
ten  years,  the  orchestra  turned  into  a  military  band,  a 
blacksmith's    forge    or    a    brazier's    shop    without    this 
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startling  the  critics  or  causing  them  to  bestow  upon 
these  enormities  the  least  attention.  So  that,  on  the 
whole,  if  the  orchestra  is  noisy,  violent,  brutal,  in- 
sipid, revolting  and  exterminating  for  voice  and 
melody,  the  critics  say  nothing.  But,  if  it  is  fine  and 
intelligent — if  it  attracts  a  certain  attention  to  itself 
by  its  vivacity,  grace  and  eloquence — and  if,  notwith- 
standing all  this,  it  still  plays  the  part  assigned  to  it 
by  dramatic  and  nmsical  exigence,  it  is  blamed.  The 
orchestra  is  easily  pardoned  either  for  saying  nothing 
at  aU,  or,  should  it  speak,  for  uttering  nothing  but 
stupidity  and  coarseness. 

There  are  sixteen  numbers  in  the  score  of  "Fidelio," 
without  counting  the  four  overtures.  There  were  more 
in  the  original ;  some  having  been  suppressed  on  the 
occasion  of  the  second  production  at  \"ienna,  besides 
which  numerous  cuts  and  modifications  were  made  at 
the  same  time  in  the  remaining  numbers. 

It  was  in  1855,  I  think,  that  a  Leipzig  editor  decided 
to  publish  the  complete  original  work;  with  indication 
of  the  cuts  andchano^es  which  had  been  inflicted  upon 
it.  The  study  of  this  curious  score  gives  an  idea  of 
the  tortures  which  the  impatient  Beethoven  was  called 
upon  to  suffer  in  submitting  to  these  revisions;  which 
he  did,  no  doubt,  in  a  spirit  of  rage,  and  in  comparing 
himself  to  the  slave  of  Alfieri  : 

Servo,  si,  ma  servo  ognor  fremento. 

In  Germany,  as  in  Italy,  as  in  France,  as  everywhere 
in   the   theatre;   everybody,   without   exception,   knows 
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better  than  the  composer.  The  latter  is  a  public  enemy ; 
and,  if  a  machine-boy  thinks  that  such  and  such  a 
piece  of  music  of  any  master  is  too  long,  everybody 
will  naturally  consider  him  right  against  either  Gluck, 
Weber,  Mozart,  Rossini  or  Beethoven.  See,  with  regard 
to  Rossini,  the  insolent  suppressions  made  in  his 
"William  Tell";  both  before  and  after  the  first  repre- 
sentation of  that  work  of  art.  The  theatre,  for  both 
poets  and  musicians,  is  a  school  of  humility ;  for  poets 
there  get  lessons  from  those  who  know  nothing  of 
grammar,  whilst  musicians  are  taken  in  hand  by  those 
who  know  nothing  of  the  scale;  and  every  Aristarch, 
prejudiced  m.oreover  against  anything  which  bears  the 
appearance  of  being  new,  or  bold,  is  full  of  an  in- 
vincible love  for  the  prudent  and  commonplace. 

In  the  lyric  theatres,  especially,  everybody  takes  upon 
himself  the  right  to  apply  the  precept  of  Eoileau  : 

Ajoutcz  qurJqncfoifi,  et  soiivrnt  effacez, 
and  they  apply  it  so  well,  and  in  so  many  ways— some 
of  these  correctors  seeing  black  were  others  seeing 
white — that  a  score  which  would  have  had  some 
fifty  scenes,  had  it  been  let  alone,  will  have  some  diffi- 
culty in  issuing  from  their  hands  with  as  much  as  ten 
pages  intact. 

The  sixteen  numbers  of  Peethoven's  "Fidelio"  have 
all  a  beautiful  and  noble  physiognomy.  But  they  are 
beautiful  in  different  ways;  and  that  is  precisely  what 
appears  to  me  to  constitute  their  principle  merit.  The 
first  duet,  between  Marcel ine  and  her  lover,  is  distin- 
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guished  from  the  others  by  its  style,  which  is  familiar, 
gay  and  of  a  piquant  simplicity;  so  that  the  character 
of  the  two  personages  is  immediately  revealed.  The 
air  in  C  minor  of  the  young  girl  seems,  in  melodic 
form,  to  approach  the  style  of  the  best  samples  of 
Mozart.  The  orchestra,  however,  is  treated  with  a  care 
more  minute  than  was  ever  exercised  by  Beethoven's 
illustrious  predecessor. 

An  exquisitely  melodious  quartet  now  follows.  It 
is  treated  as  a  canon  in  the  octave;  each  of  the  voices 
entering  in  turn  to  enounce  the  theme  in  such  a  way 
as  to  produce,  first,  a  solo  accompanied  by  a  small 
orchestra  of  violoncellos,  violas  and  clarinets;  then,  a 
duet,  a  trio  and  finally  the  quartet  complete. 

Rossini  wrote  a  crowd  of  ravishing  things  in  the 
same  form,  such  as  the  canon  in  "  Mo'ise  "  : 

Mi  manca  la   voce. 

Eut  the  canon  of  "Fidelio"  is  an  andante,  not  followed 
by  the  perfunctory  allegro,  with  cabalette  and  noisy 
coda;  so  that  the  public,  although  charmed  by  its 
graceful  movement,  remains  surprised,  and  unable  to 
make  out  why  the  allegro  finale  with  its  cadence,  in 
fact  its  whip-crack,  does  not  arrive.  (By  the  by,  why 
not  really  give  it  some  whip-cracks?) 

The  couplets  of  Rocko  on  the  power  of  gold,  as 
written  by  Gaveaux  in  his  French  score,  may  now  be 
compared  to  those  in  the  German  score  by  Beethoven. 
Of  all  the  numbers  in  Gaveaux's  opera  this  is,  perhaps, 
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the  one  best  able  to  support  such  a  comparison.  Beet- 
hoven's melody  has  a  jovial  charm;  the  vigorous  sim- 
plicity of  which  is  varied  in  the  middle  by  a  modula- 
tion and  a  change  of  time.  That  of  Gaveaux,  though 
less  elevated  in  style,  has  no  less  interest;  this  being 
due  to  its  melodic  frankness,  the  excellent  diction  of 
the  words  and  a  tasty  orchestration. 

In  the  following  trio  Beethoven  begins  to  use  a  more 
spacious  form,  a  vast  development  and  an  instrumen- 
tation more  rich  and  agitated.  We  feel  that  we  are 
now  entering  upon  the  real  drama ;  the  coming  passion 
of  which  is  revealed  by  distant  lightning. 

Afterwards  appears  a  march,  of  which  both  melody 
and  modulation  are  extremely  attractive,  although  the 
general  colour  appears  sad;  as,  however,  might  fairly 
be  expected  in  a  march  of  soldiers— the  guardians  of 
a  prison.  The  two  first  notes  of  the  theme,  struck 
softly  by  the  kettle-drums,  with  bass  pizzicato,  con- 
tribute at  once  to  render  it  sombre.  Neither  this  march 
nor  the  trio  preceding  it  have  any  counterpart  in  the 
opera  of  Gaveaux ;  and  the  same  may  be  said  of  many 
other  numbers  contained  in  Beethoven's  rich  score. 

Amongst  these  may  be  reckoned  the  air  of  Pizarre; 
and  although  it  receives  no  applause  in  Paris,  we  ask 
permission  to  treat  it  as  a  masterpiece.  In  this  terrible 
number  the  ferocious  joy  of  a  monster  about  to  satisfy 
his  vengeance  is  painted  with  the  most  frightful  truth. 
In  his  opera  Beethoven  has  strictly  observed  Gluck's 
precept  not  to  employ  instruments  except  in   relation 
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/(?  ^/le  required  degree  of  interest  and  passion.  Here, 
for  the  first  time,  the  entire  orchestra  is  unloosed; 
starting  with  fracas  upon  the  chord  of  the  minor 
ninth  of  D  minor.  Everything  trembles  and  is  agi- 
tated, whilst  cries  and  blows  abound ;  the  vocal  part 
being,  it  is  true,  a  mere  declamation.  But,  what  a 
declamation !  And  what  savage  intensity  its  accent 
acquires  when,  after  having  established  the  major 
mode,  the  composer  makes  the  chorus  of  guards  inter- 
vene; whose  voices,  first  murmuring  in  accompaniment 
to  that  of  Pizarre,  at  last  break  out  with  force  at  the 
conclusion  !      It  is  admirable  ! 

I  have  heard  this  air  sung  in  Germany,  in  overpower- 
ing fashion,  by  Pischek. 

The  duet  between  Rocko  and  the  governor,  which  is 
of  course  for  two  basses,  is  not  quite  up  to  this  level ; 
but,  still,  I  cannot  approve  of  the  liberty  they  took 
at  the  Theatre-Lyrique  in  suppressing  it. 

A  similar  liberty,  though  one  taken  with  the  consent 
(more  or  less  real)  of  the  composer,  was  that  which 
happened  at  Vienna  in  the  case  of  the  charming  duet 
for  soprani,  sung  by  Fidelio  and  Marcelme;  in  which 
one  violin  and  one  violoncello,  aided  by  a  few  orches- 
tral entries,  accompany  the  two  voices  with  such  ele- 
gance. This  duet,  being  found  in  the  Leipzig  score  of 
which  I  spoke  just  now,  has  been  reinstated  in  Beet- 
hoven's work,  at  the  Theatre-Lyrique.  The  wiseacres 
of  the  Paris  theatre,  accordingly,  do  not  agree  with 
those  of  Vienna  !     How   fortunate  that   there   should 
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be  divergence  of  opinion  among  them  !  But  for  that, 
we  should  have  been  prevented  from  ever  hearing  this 
musical  dialogue — so  fresh,  so  sweet  and  elegant ! 

It  is  to  the  prompter  of  the  Theatre-Lyrique,  they 
say,  that  w^e  owe  this  re-installation.    Bravo,  prompter  ! 

The  great  air  of  "Fidelio"  is  wath  recitative,  adagio 
cantabile  and  allegro -finale-,  being  accompanied  by 
three  horns  and  one  bassoon  obbligati. 

I  hnd  the  recitative  a  fine  dramatic  movement ;  the 
adagio  sublime  by  its  tender  accent  and  melancholy 
grace;  the  allegro  exciting,  full  of  a  noble  enthusiasm 
and  magnificent,  even  to  the  degree  of  being  well 
worthy  to  have  served  as  model  for  the  air  of  Agathe 
in  "Der  Freischiitz."  I  know  that  excellent  critics  are 
not  of  my  opinion;  but  I  am  quite  happy  not  to  be  of 
theirs. 

The  theme  of  the  allegro  of  this  admirable  air  is 
proposed  by  the  three  horns  and  the  bassoon  alone; 
who  confine  themselves  to  sounding,  successively,  the 
five  notes — 

B,  E,  G,  B,  E, 

which  occupies  four  bars  of  incredible  originality.  You 
might  give  these  five  notes  to  any  musician  who  does 
not  know  them,  and  I  bet  that,  in  a  hundred  combina- 
tions, there  will  not  be  found  one  to  equal  the  proud 
and  impetuous  phrase  which  Beethoven  has  drawn  from 
them;  so  entirely  unforeseen  is  the  rhythm  employed. 
This  allegro  strikes  many  people  as  having  one  great 
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fault;  it  does  not  contain  any  little  phrase  that  they 
can  easily  remember.  These  amateurs,  insensible  to 
the  numerous  and  striking  beauties  of  this  number, 
look  out  for  their  four-bar  phases  just  like  children 
look  out  for  the  prize  in  a  Twelfth-cake;  or  like  people 
in  the  country  look  out  for  the  high  B,  when  a  new 
tenor  appears.  The  cake  might  be  exquisite  and  the 
tenor  the  most  delightful  singer  in  the  world ;  but 
neither  one  nor  the  other  would  have  any  success  : 

There's  no  prize  inside  that  cake  I 
"Where's  his  high  note? 

The  air  of  Agathe  in  "  Der  Freischiitz"  is  almost 
popular  :  but,  then,  it  has  the  note  !  How  many  pieces, 
even  by  Rossini,  that  prince  of  melodists,  have  re- 
mained in  the  shade ;  because  they  lacked  the  note  ! 

The  four  wind  instruments  which  accompany  the 
voice  in  this  air  somewhat  annoy  most  listeners  by 
attracting  too  much  of  their  attention.  These  instru- 
ments, however,  make  no  display  of  useless  difficul- 
ties. Beethoven  has  not  treated  them  as  Mozart  fre- 
quently did  the  basset-horn;  as  solo  instruments,  that 
is,  in  the  pretentious  acceptation  of  the  term.  Mozart, 
in  "Tito,"  gives  a  kind  of  "concerto"  to  the  basset- 
horn,  whilst  the  prima  donna  is  singing  that  she  sees 
death  advancing,  etc.  This  contrast  of  one  personage 
who  is  animated  by  sentiments  of  the  saddest  kind 
with  a  virtuose  who,  under  the  pretence  of  accompany- 
ing her  song,  thinks  of  nothing  but  showing  off  the 

agility  of  his  fingers,  is  one  of  the  most  disgraceful, 

II 
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puerile,  contrary  to  dramatic  good  sense,  and  even  one 
of  the  most  unfavourable  to  good  musical  effect.  The 
part  entrusted  by  Beethoven  to  his  four  wind  instru- 
ments is  not  of  this  kind.  There  is  no  question  of 
displaying  them,  but  of  obtaining  an  accompaniment 
in  perfect  accord  with  the  sentiment  of  the  character 
who  is  singing;  and,  for  that  purpose,  a  special  sonor- 
ity which  no  other  orchestral  combination  could 
produce. 

The  tone  of  the  horns,  which  is  somewhat  veiled  and 
even  painful,  blends  perfectly  with  the  mournful  joy 
and  uneasy  hope  with  which  the  heart  of  Leonora  is 
filled.  It  is  as  sweet  and  tender  as  the  cooing  of 
doves;  and,  towards  the  same  period,  Spontini,  with- 
out having  heard  Beethoven's  "Fidelio,"  employed  the 
horns  with  a  very  similar  intention  in  accompanying 
that  beautiful  air  of  the  "Vestale": 
Toi   que   j'implore. 

Several  masters  since  then,  Donizetti  amongst  the 
rest  in  his  "  Lucia,"  have  paid  Beethoven  the  same 
compliment. 

Such  is  the  evidence  of  the  expressive  force  peculiar 
to  this  instrument,  in  certain  cases;  when  used  by  com- 
posers familiar  with  the  musical  language  of  passion 
and  sentiment.  It  was  certainly  a  great  and  tender 
soul  whose  feeling  was  reflected  in  this  moving 
inspiration  ! 

The  emotion  caused  by  the  chorus  of  prisoners,  no 
less  poignant,  is  quite  as  profound. 
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A  troop  of  unfortunates  issue  from  their  dungeons 
and  come  for  a  moment  to  breathe  the  open  air  in  the 
prison  square.  Listen,  as  they  enter,  to  those  first  few 
bars  of  the  orchestra ;  to  those  sweet  and  broad  har- 
monies which  seem  to  open  out  so  radiantly ;  and  to 
those  timid  voices  which  group  slowly  but  at  last 
arrive  at  a  harmonic  expansion  which  seems  to  be  ex- 
haled from  those  breasts  so  habitually  oppressed;  pre- 
cisely like  a  sigh  of  happiness.  And  that  melodious 
design  which  accompanies  them !  One  might  say 
again  here  : 

Why  did  the  composer  not  give  the  melodic  design 
to  the  voices,  and  the  vocal  parts  to  the  orchestra  ? 

Why?  Because  it  would  have  been  an  evident 
clumsiness.  The  voices  sing  precisely  as  they  ought  to 
sing.  One  note  more  placed  in  the  vocal  parts  would 
spoil  the  justness  and  truth  of  an  expression  which  has 
been  profoundly  felt.  The  instrumental  design  is  only 
a  secondary  idea,  however  melodious  it  may  be,  and  it 
particularly  suits  the  wind  instruments  and  brings  out 
the  sweetness  of  the  vocal  harmonies,  so  ingeniously 
disposed  above  the  orchestra,  to  perfection.  No  com- 
poser of  good  sense  could,  I  believe,  be  found  no 
matter  what  school  he  might  belong  to)  to  disapprove 
of  Beethoven's  idea  in  this  case. 

The  happiness  of  the  prisoners  is  disturbed,  for  a 
moment,  by  the  appearance  of  the  guards  deputed  to 
watch  them.  Immediately  the  musical  colour  changes ; 
everything  becomes  gloomy  and  dull.     But  the  guards 
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have  finished  their  round ;  their  suspicious  glance  has 
ceased  to  weigh  upon  the  captives.  Accordingly,  the 
tonality  of  the  episodial  passage  of  the  chorus  gradu- 
ally approaches  that  of  the  principal  key  :  nearer  and 
nearer  it  comes;  the  key  is  touched;  then,  a  short 
silence.  And,  now,  the  first  theme  appears  in  the 
primitive  key  so  entrancingly  true  to  nature  that  I  will 
not  venture  even  to  try  to  give  an  idea  of  it.  It  is  the 
light;  it  is  the  air;  sweet  liberty — life — which  is  given 
back  to  us. 

Some  listeners,  drying  their  eyes  at  the  end  of  this 
chorus,  are  indignant  at  the  silence,  feeling  that  the 
place  should  echo  again  with  an  immense  acclamation. 
It  is  possible  that  the  greater  part  of  the  public  are 
really  moved;  but  there  are,  nevertheless,  certain  kinds 
of  musical  beauty,  evident  to  all,  and  yet  which  are 
not  calculated  to  excite  applause. 

The  prisoners'  chorus  in  the  opera  by  Gaveaux  : 

Que  ce  beau  ciel,  cette  verdure, 

is  written  in  the  same  sentiment ;  but,  alas  !  compared 
with  that  of  Eeethoven,  it  appears  very  gloomy  and 
flat.  Let  us,  moreover,  remark  that  the  French  com- 
poser, who  is  very  careful  about  employing  his  trom- 
bones in  all  the  rest  of  his  score,  chooses  to  let  them 
intervene  in  this  place;  precisely  as  if  they  belonged 
to  the  family  of  instruments  possessed  of  a  timbre 
sweet,  calm  and  suave.  Let  whoever  can  explain  this 
strange  fancy. 
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In  the  second  part  of  the  duet,  where  Rocko  tells 
F'ldelio  that  they  are  going  together  to  dig  the 
prisoner's  grave,  there  is  a  syncopated  design  for  wind 
instruments,  the  effect  of  which  is  very  strange;  but, 
by  its  sighing  rhythm  and  uneasy  movement,  perfectly 
adapted  to  the  situation.  This  duet  and  the  quintet 
following  contain  some  very  fine  passages,  of  which 
a  few  approach,  as  far  as  the  style  of  the  vocal  parts 
is  concerned,  Mozart's  manner  in  the  *'  Marriage  of 
Figaro." 

A  qumtet,  with  chorus,  concludes  this  act.  In  this 
piece,  the  colour  of  which  is  very  properly  sombre,  a 
somewhat  dry  modulation  appears  brusquely  about 
half-way  through;  and  some  of  the  voices  execute 
rhythms  distinguishable  from  others,  but  without  its 
appearing  very  clearly  what  was  the  intention  of  the 
composer.  The  mystery,  however,  which  reigns  over 
the  ensemble  gives  to  this  finale  a  most  dramatic 
physiognomy ;  and  it  finishes  piano,  expressive  of  con- 
sternation and  fear.  So  the  Parisian  public  does  not 
applaud  it ;  not  being  able  to  applaud  a  conclusion  so 
contrary  to  its  usual  habits. 

Before  the  rise  of  the  curtain  for  the  third  act  the 
orchestra  performs  a  slow  and  lugubrious  symphony 
full  of  long  cries  of  anguish,  sobs,  tremblings  and 
heavy  pulsations.  We  are  about  to  enter  upon  the 
scene  of  pain  and  grief;  Florestan  is  outstretched  upon 
his  bed  of  straw ;  and  we  are  to  be  present  at  his  agony 
— to  hear  his  cries  of  delirium. 
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The  orchestration  of  Gluck  for  the  dungeon  scene  of 
Oreste  in  "  Iphigenia  in  Tauride"  is  very  beautiful, 
no  doubt;  but  to  what  a  height  does  Beethoven  here 
soar  above  his  rival !  Not  merely  because  he  is  an 
immense  symphonist,  or  because  he  knows  better  how 
to  make  the  orchestra  speak;  but — and  it  is  important 
to  remember  it — because  his  musical  thought  in  this 
number  is  stronger,  grander  and  infinitely  more  pene- 
trating. We  feel,  from  the  very  first  bars,  that  the 
unfortunate  occupant  of  that  dungeon  must,  on  enter- 
ing it,  have  left  all  hope  behind  him. 

The  following  is  the  description.  A  mournful  reci- 
tative, interspersed  by  the  principal  phrases  of  the 
preceding  symphony,  is  succeeded  by  a  desolate  and 
heartrending  cantabile;  the  sadness  of  which  is  in- 
creased at  every  instant  by  the  accompaniment  of  the 
wind  instruments.  The  grief  of  the  prisoner  becomes 
more  and  more  intense.  His  brain  wanders;  for  the 
wing  of  death  has  touched  him.  Seized  by  a  sudden 
hallucination  he  thinks  that  he  is  free;  he  smiles,  while 
tears  of  tenderness  roll  down  from  his  dying  eyes;  he 
imagines  that  he  sees  his  wife  again,  that  he  calls  and 
that  she  answers;  he  is  intoxicated  with  the  thought 
of  liberty  and  love. 

To  others  must  fall  the  task  of  worthily  depicting 
this  melody  of  sobs;  these  palpitations  of  the  orches- 
tra; the  faithful  song  of  the  oboe,  which  follows  that 
of  Florestan  like  the  voice  of  the  adored  spouse  which 
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he  thinks  he  hears ;  that  exciting  crescendo  and  the  last 
cry  of  the  dying  man.     I  cannot  do  it. 

Here  let  us  recognise  the  sovereign  art,  the  burning 
inspiration  and  the  electric  flight  of  genius. 

Florestan  has  fallen  back  upon  his  couch  after  this 
ht  of  febrile  agitation;  and  Rocko  now  comes,  accom- 
panied by  the  trembling  Leonora  (Fidelio). 

The  terror  of  this  scene  dwindles  in  the  new  libretto; 
which  makes  it  a  mere  question  of  clearing  out  a  cis- 
tern, instead  of  digging  the  grave  of  a  prisoner  who 
is  still  alive.  (That  will  show  you  what  "improve- 
ments" lead  to.) 

There  could  be  nothing  more  sinister  than  this  cele- 
brated duet,  in  which  the  cold  insensibility  of  Rocko 
is  in  contrast  with  the  heartrending  asides  of  Fidelio, 
and  in  which  the  dull  murmur  of  the  orchestra  might 
be  compared  to  the  dead  sound  of  earth  falling  upon 
a  coffin  which  is  being  covered.  One  of  our  critical 
confreres  has  very  justly  referred  to  a  resemblance 
between  this  number  and  the  scene  of  the  grave-diggers 
in  "Hamlet."  He  could  have  afforded  it  any  higher 
praise. 

The  grave-diggers  of  Beethoven  finish  their  duet, 
without  any  coda.  They  have  also  no  cabalette  and 
no  vocal  demonstration  of  any  kind ;  for  which  reason 
the  pit  preserves,  in  their  respect,  a  rigorous  silence. 
You  see  where  the  trouble  is ! 

The  trio  which  follows  is  more  fortunate;  for  it  re- 
ceives applause,  although  it  has  a  quiet  ending.   Its  three 
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characters,  being  animated  by  affectionate  sentiments, 
have  suave  melodies  to  sing;  and  these  are  sustained, 
without  strain  or  effort,  by  extremely  harmonious  ac- 
companiments. Nothing  could  be  more  touchmg  and 
at  the  same  time  more  elegant  than  the  beautiful  theme 
of  twenty  bars  delivered  by  the  tenor.  This  is  "song" 
in  its  most  exquisite  purity;  this  is  "expression,"  in  its 
truest,  simplest  and  most  far-reaching  form.  This 
theme  is  afterwards  resumed;  sometimes  in  its  en- 
tirety, sometimes  by  fragments;  and,  after  some  bold 
modulations,  it  is  brought  back  to  the  original  key 
with  incomparable  skill  and  effect. 

The  pistol-quartet  is  one  long  roll  of  thunder,  the 
threatening  character  of  which  continually  increases, 
and  which  concludes  with  a  series  of  explosions.  After 
the  cry  of  Fidelio  :  "I  am  his  wife!"  the  musical  and 
dramatic  interests  are  no  longer  distinguishable  apart. 
The  hearer  is  moved,  excited  or  disturbed  without 
beincr  able  to  decide  whether  his  violent  emotion  is 
due  to  the  voices,  the  instruments  or  the  dramatic 
action;  to  such  a  striking  degree  of  truth  and  with 
such  prodigious  energy  has  the  composer  identified 
himself  with  the  situation  depicted.  The  voices,  chal- 
lenging one  another  and  replying  in  heated  apos- 
trophes, are  always  heard  amidst  the  tumult  of  the 
orchestra ;  and,  across  this  feature,  we  hear  the  strings ; 
like  the  vociferations  of  a  crowd,  agitated  by  a  thou- 
sand passions.     It  is  a  miracle  of  dramatic  music,  for 
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which  I  know  of  no  counterpart  in  an}'  master;  either 
ancient  or  modern. 

The  changing  of  the  libretto  has  inflicted  enormous 
and  most  regrettable  injur}-  upon  this  beautiful  scene. 
As  the  action  had  been  transferred  to  a  period  when 
the  pistol  had  not  yet  been  invented,  the}'  were  obliged 
to  forego  giving  it  to  Fidelio  as  an  offensive  weapon. 
The  young  woman,  accordingly,  threatens  Pizarre  only 
with  an  iron  bar;  which  is  incomparably  less  danger- 
ous, and  especially  for  such  a  man,  than  the  little 
tube  with  which  even  a  feeble  hand  could  have  struck 
him  dead  upon  making  the  least  movement.  More- 
over, the  very  gesture  of  Fidelio,  taking  aim  at  the 
face  of  Pizarre  imparts  a  grand  scenic  effect.  I  can 
still  see  Madame  Devrient,  stretching  out  her  trembling 
arm  in  the  direction  of  Pizarre,  and  laughing  with  a 
convulsive  laugh. 

That  is  what  results  from  this  bungling  of  scores 
and  texts ;  which  are  suppose  d  to  be  thus  accom- 
modated to  what  the  public  demands.  The  public  de- 
mands nothing  at  all ;  and  would  only  be  too  pleased 
to  have  certain  works  offered  to  it  exactly  in  the  con- 
dition in  which  they  were  written  by  their  authors. 

After  this  admirable  quartet  the  couple,  being  left 
alone,  sing  a  duet  of  equal  excellence;  m  which  intense 
passion,  joy,  surprise  and  depression  borrow  in  turn 
from  the  music  an  expression  of  which  it  would  be 
impossible  to  convey  an  idea  to  anyone  who  has  not 
heard  it.     What  love  !  transports  !   fervour  !  with  what 
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passion  these  two  beings  embrace  one  another  !  How 
they  stammer  for  very  earnestness  !  The  words  crowd 
up  to  their  trembling-  lips;  they  stagger;  they  are 
breathless — in  short,  they  love  !  Realise  that  well ;  for 
all  comes  from  the  fact  that  they  truly  love. 

What  is  there  in  common  between  such  transports 
of  affection  and  the  insipid  duets  of  those  who  have 
been  united  by  a  mere  conventional  marriage  ? 

In  the  last  finale  we  have  an  extensive  concerted 
number,  the  march  rhythm  of  which  is  first  interrupted 
by  a  few  episodial  slow  movements;  the  allegro  is 
then  resumed,  and  proceeds  with  continually  increasing 
animation  and  sonority,  right  on  to  the  end.  In  this 
peroration  the  coldest  and  most  stubborn  listeners  are 
dazzled  and  captivated;  by  its  majesty,  in  the  first 
place;  but  also  by  its  extraordinary  life.  That  is 
when  they  put  on  an  air  of  gracious  approval ;  saying  : 

Isoi  so  had! 

Seeing  them  applaud  we  may  fairly  repeat  their 
gracious  observation ;  and  say,  also  : 

Not  so  had! 

But,  then,  all  the  rest  of  the  score,  though  it  touches 
them  so  little,  is  none  the  less  admirable  for  that ;  and, 
without  wishing  to  depreciate  this  gigantic  finale, 
several  of  the  preceding  numbers  are  superior  and 
even  muc/i  superior  to  it. 

Yet,  who  knows  whether  light  may  not  come  sooner 
than  we  expect;  even  to  those  whose  hearts  are  closed 
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at  present  to  this  fine  work  of  Eeethoven,  as  they  are 
also  closed  at  present  to  the  Ninth  Symphony,  the  last 
quartets,  and  the  great  piano  sonatas  of  this  incom- 
parable master  ?  A  thick  veil  seems  to  be  sometimes 
placed  before  the  mind's  eye  as  it  glances  towards  one 
particular  region  of  the  heavenly  expanse  of  art.  It 
IS  thus  prevented  from  perceiving  the  great  planets 
by  which  that  portion  is  illumined.  But,  all  at  once, 
from  some  unknown  cause,  the  veil  is  torn  away.  Then, 
at  last,  we  see;  and  blush  to  have  been  so  long  blind. 
This  thought  reminds  me  of  poor  Adolphe  Nourrit. 
He  declared  to  me  one  day  that,  in  the  whole  of 
Shakespeare's  works,  he  found  only  "  Macbeth ''  to 
admire;  and  that  he  regarded  "Hamlet,"  in  particular, 
as  unintelligible  and  absurd.  Three  years  afterwards 
he  came  to  me;  saying,  with  the  emotion  of  concen- 
trated enthusiasm  : 

Hamlet  is  the  masterpiece  of  the  greatest  philosophic  poet 
who  ever  lived.  I  understand  it  now.  My  heart  and  head 
are  filled  with  it ;  for  it  intoxicates  me.  You  must  have  had 
a  singular  opinion  of  my  poetic  sense  and  intelligence.  GIa  e 
me  back  your  esteem. 

Alas!  poor  Yorick! 
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(The  Mediums.) 

THE  whole  musical  world  seems,  for  the  moment,  to 
be  very  much  moved;  the  entire  philosophy  of 
art  is  completely  upset.  Up  to  a  few  days  ago 
the  general  belief  was  that  the  beautiful  in  music, 
just  the  same  as  the  indifferent  and  ugly,  was  "abso- 
lute." By  this  is  meant  that  a  piece  which  was  either 
beautiful  or  commonplace  or  ugly  in  the  estimation 
of  those  people  who  are  supposed  to  be  gifted  with 
taste,  as  well  as  connoisseurs  generally,  was  sure  to  be 
equally  beautiful,  commonplace  or  ugly  for  everybody 
else;  including  those  who  were  unpossessed  of  either 
taste  or  knowledge.  The  result  of  this  consoling 
opinion  was  that  a  masterpiece  capable  of  bringing 
tears  to  the  eyes  of  an  inhabitant  of  No.  58  Rue  de  la 
Chaussee  d'Autin,  Paris,  or  of  boring  him,  or  revolting 
him,  as  the  case  might  happen  to  be,  was  bound  to 
produce  the  same  effect  upon  a  Cochin  Chinese,  or  a 
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Laplander,  or  a  Timor-pirate,  or  a  Turk,  or  upon  a 
street-porter  living  in  "  Naughty-word  Street.'"'*  When  I 
say  that  the  general  belief  was  such,  I  mean  amongst 
scholars,  doctors,  and  the  single-hearted ;  because,  in 
these  questions,  great  and  little  minds  come  together 
in  one  way  or  other;  either  by  resembling  one  another 
or  by  m.eeting  together.!  As  to  me,  considering  that 
I  happen  to  be  neither  scholar,  doctor  nor  simple,  I 
have  never  been  quite  able  to  fix  my  opinion  about 
these  grave  subjects  of  controversy.  However,  my 
present  opinion  is  that  I  have  never  had  any  opinion; 
in  fact,  I  am  now  so  sure  of  that  that  I  have  become 
perfectly  settled  in  believing  in  the  absolutely  beauti- 
ful no  more  than  I  do  m  the  horn  of  the  unicorn.  But, 
besides  that,  let  me  ask  you:  "Why  not  believe  in 
the  horn  of  the  unicorn?"  It  is  now  superlatively 
proved  that  there  are  unicorns  in  several  parts  of  the 
Himalayas.  Take  the  adventures  of  Mr.  Kingsdoom. 
That  celebrated  English  traveller,  astonished  to  meet 
with  one  of  these  animals,  which  he  had  previously 
thought  to  be  fabulous  (you  see  now  what  believing 
comes  to!),  and,  looking  at  it  with  an  attention  by 
which  the  elegant  quadruped  felt  hurt,  was  suddenly 
pounced  upon  by  the  irritated  creature,  which  nailed 
him  against  a  tree,  leaving  a  long  piece  of  his  horn 
fixed  in  the  traveller's  breast,  by  way  of  proving  his 

*  Rue  des  Maiivaises-Paroles. 
t  Qui  ne  se  ressemble  pas  s' assemble. 
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existence.     The   poor   Englishman  was   unable   to   get 
over  it. 

I  must  now  give  the  reason  why  I  have  recently 
become  so  fixed  in  the  view  that  I  can  no  longer  believe 
in  the  absolutely  beautiful  in  music.  A  revolution 
must  have  taken  place,  and  really  has  taken  place  in 
philosophy,  since  the  marvellous  discovery  of  table- 
turning  (deal  tables);  and  consequently  of  mediums; 
and  consequently  of  the  evocation  of  spirits;  and  con- 
sequently of  spirit-conversations.  ]\Iusic  could  not 
remain  outside  the  influence  of  such  an  important  fact. 
It  could  not  remain  isolated  from  the  world  of  spirits  : 
music,  the  science  of  the  impalpable;  imponderable; 
and  of  the  indiscernible. 

A  good  many  musicians  have  therefore  placed  them- 
selves into  relation  of  the  spirit-world  (they  ought  to 
have  done  it  long  ago\  By  means  of  a  deal  table, 
costing  very  little,  on  which  the  hands  are  placed,  and 
which,  after  a  few  minutes  reflection  (reflection  by 
the  table)  starts  lifting  one  or  two  of  its  legs  in  such 
a  way,  unfortunately,  as  to  shock  the  delicacy  of  the 
English  ladies,  they  succeed,  not  only  in  calling  up 
the  spirit  of  a  great  composer,  but  even  in  entering  into 
regular  conversation  with  him,  and  in  forcing  him  to 
reply  to  all  sorts  of  questions. 

More  than  that.  By  diligent  application  it  is  possi- 
ble to  compel  the  spirit  of  the  great  master  to  dictate  a 
new  work;  an  entire  composition,  proceeding  directly 
from  his  brain. 
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The  same  as  for  the  letters  of  the  alphabet  it  is 
agreed  that  the  table,  in  lifting  its  legs,  and  in  letting 
them  fall  again,  gives  so  many  strokes  for  C ;  so  many 
for  D ;  so  many  for  F ;  so  many  for  a  crotchet ;  so 
many  for  a  quaver;  so  many  for  one  rest;  so  many  for 
another;  and  so  on. 

I  know  what  you  are  about  to  answer  me  :  "  It  is 
agreed,  you  tell  us.  Agreed  with  whom  ?  It  must 
have  been  with  the  spirits.  But,  before  this  conven- 
tion was  established,  how  did  the  first  medium  go  to 
work  in  order  to  come  to  an  agreement  with  the 
spirits  ? ' 

I  cannot  tell  you.  The  only  thing  that  is  sure  is 
that  it  is  all  quite  sure;  and,  in  such  great  question, 
you  must  be  absolutely  guided  by  your  interior  sense, 
and  not  meet  trouble  half  way.  Noiv,  already,  there- 
fore (as  the  Russians  say),  they  have  lately  called  up 
the  spirit  of  Beethoven;  who  lives  in  Saturn.  Mozart 
lives  in  Jupiter;  but  everybody  knows  that.  It  seems 
as  if  the  author  of  "Fidelio"  ought  really  to  have 
chosen  the  same  planet  for  his  new  residence;  but 
Beethoven  is  known  to  be  a  little  rough  and  capricious, 
and  he  might  even  entertain  some  unavowed  antipathy 
for  Mozart.  So  it  happens  that  he  dwells  in  Saturn; 
or,  rather,  in  Saturn's  ring.  And  thus  it  came  to  pass 
that,  on  Monday  last,  a  medium  who  was  on  extra 
good  terms  with  the  great  man,  and  was  not  afraid  of 
putting  him  into  a  bad  humour  by  making  him  take 
such  a  long  voyage  for  nothing  at  all,  placed  his  hands 
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on  the  deal  table  for  the  purpose  of  sending  to  Beet- 
hoven, in  Saturn's  ring,  the  order  to  come  and  talk 
with  him  for  a  moment. 

x\t  once  the  table  began  to  make  indecent  move- 
ments; to  lift  its  legs  and  to  show — well,  to  show  that 
the  spirit  was  near.  The  poor  spirits,  we  must  admit, 
are  very  obedient.  Beethoven,  whilst  he  was  on  earth, 
would  not  have  put  himself  out  of  the  way  to  go  even 
from  the  Porte  de  Carinthie  to  the  Imperial  Palace 
even  if  the  Emperor  of  Austria  had  sent  to  beg  him 
urgently  to  come.  And  now  he  quits  Saturn's  ring, 
and  interrupts  his  high  contemplations  to  obey  the 
order  (mark  the  word)  of  the  very  first  comer  who  only 
happens  to  be  possessed  of  a  deal  table. 

See  the  effect  of  death  and  how  that  changes  your 
character  ! 

Marmontel  was  quite  right  when  he  said  in  his  opera 

of  "  Zemiry  et  Azor  "  : 

Les  esprits,   doiit  on  nous  fait   peiir 
Sont  les  meilleiires  gens  du  monde. 

And  so  it  is.  But  you  will  remember  that  I  told 
you  in  such  questions  not  to  meet  trouble  half  way. 

So  Beethoven  arrives;  and,  by  means  of  the  legs  of 
the  table,  he  says  : 

*•  Here  I  am  I'' 

The  medium,  delighted,  thereupon  gives  him  a 
familiar  tap.  "Come!  come!"  you  will  say  to  me. 
"  Xow  you  are  letting  off  a  few  absurdities." 

"Bah!" 
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"Yes,  indeed  you  are.  You  were  just  now  talking 
about  the  spirits'  'brain';  and,  as  spirits  have  no 
bodies,  they  can  have  no  brains." 

"No,  no,  no,  you  understand  they  are — they  are — 
well  that  has  already  been  explained.  They  are  semi- 
bodies.  And,  please  don't  interrupt  me  any  more  with 
such  futile  observations,  and  allow  me  to  continue  my 
sad  story." 

Well,  the  medium  (who  is  himself  a  semi-spiri/)  gives 
a  semi-blow  on  some  semi-fraction  of  Beethoven's 
apparatus ;  and,  without  the  least  ado,  asks  the  semi- 
god  to  dictate  a  new  sonata. 

Beethoven  does  not  wait  to  be  asked  twice;  so  the 
table  begins  to  frisk  about  and  the  sonata  is  written 
under  the  composer's  own  dictation.  This  done,  Beet- 
hoven returns  to  Saturn ;  and  the  medium,  surrounded 
by  a  dozen  wondering  spectators,  approaches  the  piano 
and  executes  the  sonata.  The  same  "wondering  spec- 
tators" are  now  quickly  transformed  into  "puzzled 
listeners";  for  there  is  no  mistake  about  the  sonata  in 
the  sense  that  it  is  no  semi-piece  of  nonsense.  It  is,  on 
the  contrary,  a  fine  full-blown  piece  of  nonsense;  not 
to  say  of  utter  stupidity. 

How  can  we  believe,  after  that,  m  the  absolutely 
beautiful  ?  Certainly  Beethoven,  in  going  to  inhabit 
a  superior  world,  could  but  perfect  himself.  His 
genius  could  only  increase  and  become  more  elevated ; 
so  that,  in  dictating  a  new  sonata,  he  must  have  in- 
tended to  give  the  inhabitants  of  earth  some  idea  of 
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the  new  style  he  has  adopted  in  his  new  residence;  an 

idea  of  his 

Fourth  Period ; 

an  idea  of  the  kind  of  music  they  play  upon  the 
Erards  in  Saturn's  ring.  And,  to  think  that  this  new 
style  is  precisely  what  the  petty  musicians  of  a  petty 
sub-Saturian  world  call  the  stupid  style;  the  worthless 
or  insupportable  style;  and,  far  from  causing  them  to 
feel  ravished  to  the  hftx-eighth  heaven,  it  makes  them 
sick,  and  would  be  enough  to  drive  them  out  of  then- 
minds — that  is  if  they  had  any  to  be  driven  out  of. 

For  the  same  reason  we  are  bound  to  believe  that,  as 
neither  the  beautiful  nor  the  ugly  is  universal,  a  good 
many  productions  of  the  human  mind  which  are 
admired  on  earth  will  not  be  thought  much  of  in  the 
spirit-world;  and  I  feel  justified  m  concluding  (by  the 
way  I  have  had  no  doubt  of  it  for  a  long  time}  that 
certain  operas,  which  are  every  day  represented  and 
applauded,  even  at  theatres  which  delicacy  forbids  me 
to  name,  will  be  hissed  off  the  stage  in  Saturn,  Jupiter. 
Mars,  Venus,  Pallas,  Sirrus,  Xeptune.  the  great  and 
little  Bears,  and  the  Wagon  constellation;  being  in  short, 
nothing  but  infinite  platitudes  for  the  infinite  universe. 

This  conviction  is  not  exactly  calculated  to  encour- 
age the  great  producers.  Several  of  them  have  been 
quite  overcome  by  the  fatal  discovery ;  and,  having 
fallen  ill  in  consequence  of  it,  are  likely  enough  (so 
they  say)  to  shortly  join  the  world  of  spirits. 

Luckily,  that  will  be  for  a  lone  time. 
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Italian  and  German. 

MODERN  TENDENCIES  AND  OLD  STANDARDS  IN  MUSI- 
CAL  ART.  A  Collection  of  Essays.  By  J.  Alfred 
Johnstone,  Hon.  L.Mus.  T.C.L.  {author  of  ''Touch, 
Phrasing  and  Interpretation,"  ''The  Art  of  Teaching 
Piano  Playing,"  etc.).     Crown  8vo,  cloth,  gilt  top,  5s. 

IMAGINARY    INTERVIEWS    WITH    GREAT    COMPOSERS. 

A   Series  of  Vivid  Pen   Sketches   in  which  the  Salient 
Characteristics    and    the   often    Extravagant    Individu- 
ality of  each  Composer  are  Truthfully  Portrayed.     By 
Gerald  Cumberland.     Frontispiece.     Crown  8vo,  cloth, 
gilt  top,  6s. 
Composers  treated  of  are  :  Chopin,  Haydn,  Mendelssohn,  Paganini,  Beet- 
hoven, Handel,   llossini    Schubert,   Liszt,   Berlioz,   Mozart,   Wagner,   Tchai- 
kovsky, Cherui)ini,  Hugo  Wolf,  Borodin,  Schumann  and  Sullivan. 
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THE  FUTURE  OF  MUSIC,  Coming  Changes  Outlined  in 
Regard  to  Composer,  Conductor  and  Orchestra.  By 
Louis  Laloy  [author  of  "  Aristoxene  et  la  Musique  de 
I'Antiquite,"  "Claude  Debussy,"  "  Rameau,"  "La 
Musique  Chinoise").  Translated  by  Mrs.  Franz  Lie- 
BiCH.     8vo,  cloth,  2s.  (paper,  Is.  net). 

THE  SYMPHONY  WRITERS  SINCE  BEETHOVEN.  Criti- 
cal Essays  on  Schubert,  Schumann,  Gotz,  Brahms, 
Tchaikovsky,  Bruckner,  Berlioz,  Liszt,  Strauss,  Mahler, 
Mendelssohn,  Saint-Saens,  etc.  By  Felix  Weingart- 
NER.  Translated  by  A.  Bles.  Many  Portraits.  Crown 
8vo,  cloth,  gilt  top,  6s. 

"  Most  stimulating'  and  suggestive,  full  of  acute  thinking,  of  felicitous 
expression." — yeu'  YorJc. 

"  The  book  is  certainly  ^vell  worth   reading."— Daily  Chronicle. 
"  A  most  fascinating  book  ....  the  works  of  the  various  composers  are 
critically  discussed  in  regard  to  form  and  orchestration.'' — Musical  Star. 

GREATER  WORKS  OF  CHOPIN.  (Polonaises,  Mazurkas, 
Nocturnes,  etc.),  How  they  should  be  Played.  By 
J.  Kleczynski.  Translated  by  Miss  N.  Janotha  and 
Edited  by  Sutherland  Edwards.  Second  Edition. 
With  Portrait,  Facsimile,  etc.     Crown  8vo,  cloth,  5s. 

"  A  new  book  on  Chopin  which  will  doubtless  receive  a  warm  welconip 

from  the  lovers  of  the  greatest  genius  of  the  pianoforte What  gives 

this  book  a  unique  value  of  importance  as  a  novelty  is  that  it  includes  what 
is  left  of  Chopin's  notes  for  a  pianoforte  metliod  which,  brief  as  it  is,  con- 
tains some  valuable  and  interesting  hints  which  will  benefit  all  pianists 
and  students."— A'pu'  York  Evening  Post. 

MEZZOTINTS  IN  MODERN  MUSIC.  Critical  Essays  on 
Brahms,  Tchaikovsky,  Chopin,  Strauss,  Liszt  and 
AVagner.  By  Jas.  Huneker.  Third  Edition.  Crown 
8vo,  cloth,  gilt  top,  7s.  6d. 

"  Essays  filled  with  literary  charm  and  individuality,  not  self-willed  or 
over  assertive,  but  gracious  and  winning,  sometimes  profoundly  contempla- 
tive, and  anon  frolicsome  and  more  inclined  to  chaff  than  to  instruct — but 
interesting  and  suggestive  always." — yeiv  York  Trihiine. 

THE  DEEPER  SOURCES  OF  THE  BEAUTY  AND  EXPRES- 
SION  OF  MUSIC.  By  Joseph  Goddard  {autlior  of 
"'The  Rise  of  Music,"  ''The  Rise  and  Development  of 
Opera  in  Italy,  France,  Germany  and  England,"  etc.). 
With  many  Musical  Examples.  Crown  8vo,  bevelled 
cloth,  3s.  6d. 
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MUSIC  AND  MUSICIANS.  Essays  and  Criticisms,  by  Robert 
Schumann.  Translated,  Edited  and  Annotated  by 
F,  R.  RiTTER.  Portrait  of  Robert  Schumann,  photo- 
graphed from  a  Crayon  by  Bendemann.  First  Series, 
7th  Edition.     Thick  cr.  8vo,  cloth,  419  pages,  8s.  6d. 

Ditto.  Second  Series,  Third  Edition.  Thick  crown  Svo, 
cloth,  540  pages,  10s.  6d. 

There  are  two  sides  to  musical  criticism,  both  equally  interestingr ;  the 
one,  which  is  scientific  analysis  of  musical  form  and  treatment,  possible 
only  to  experienced  nnisicians,  the  other,  which  is  the  spiritual  percep- 
tion of  the  aesthetic  side  and  influence  of  music,  possible  for  any  great 
mind  whose  perceptions  are  keenly  cultivated  in  the  highest  canons  of 
any  art.  Schumann  represented  the  ideal  musical  critic,  in  that  both 
of  these  essential   points   in  criticism  are  to  be  found   in   his  writings. 

Scarcely  find  words  suflBciently  strong  to  express  our  delight  •  •  •  • 
book  so  rich  in  thought,  so  full  of  humour,  so  remarkable  for  ita  refined 
sarcasms,  so  original  in  its  criticisms,  so  sprightly  and  elegant  in  lan- 
guage.—Karl  Merz  in  the  Musical  World. 

"  A  disquisition  upon  the  value  of  Schumann's  labour  as  an  art  critic 
seems  quite  uncalled  for  at  the  present  date.  Suffice  it  to  say  that  it  can 
hardly  be  over-estimated,  and  that  his  writings  are  as  interesting  and 
instructive  at  the  present  as  they  were  when  they  were  first  penned." — 
MontliJij  Mu>iical  Record. 

"  There  is  no  use  in  trying  to  quote  characteristic  passages,  because  the 
volume  is  of  sucli  uniform  merit  and  such  continuous  interest  that  it  is 
impossible  to  make  a  selection.  Musicians  who  take  up  the  book  will  not 
find  it  easy  to  put  down  again." — Atheiaeinn. 

"  ]\Iost  fascinating  reading,  even  to  those  vvho  arc  not  deeply  versed  in 
music." — Westminster   Review. 

HOW  TO  PLAY  CHOPIN.  The  Works  of  Chopin.  Their 
proper  Interpretation.  By  J.  Kleczynski.  Translated 
by  A.  Whittingham.  Sixth  Edition.  Woodcut  and 
Music  Illustrations.     Crown  Svo,  cloth,  3s.  6d. 

"  Contains  the  cream  of  Chopin's  instructions  to  his  own  pupils.  Ta 
admirers  of  Chopin  and  players  of  his  music  we  should  say  this  book  is 
indispensable." — Bazaar. 

"  It  contains  many  interesting  details  and  profitable  hints.  The  author 
has  much  to  tell  us  about  the  great  pianist,  as  a  teacher  as  well  as  a  com- 
poser. Chopin  as  a  composer  remains  to  us  as  a  heritage,  but  the  tradition 
of  his  playing  and  teaching  is  naturally  becoming  every  year  more  and 
more  vague.  So  our  author  deserves  praise  for  his  attempt  to  snatoh  from 
oblivion  any  remembrances  of  the  '  manner  and  touch  '  of  the  master." — 
Academy. 

SCHUMANN'S  RULES  AND  MAXIMS.  For  Young  Musi- 
cians.    Sewed,  2d. 

"  The  '  Rules  and  Maxims  '  might  have  been  entitled  '  Proverbs,'  for  the 
truth  of  none  of  them  can  be  called  into  question,  and  they  give  students 
the  very  best  advice." — Figaro. 

"  A  valuable  store  of  hints  and  information,  shrewdly  written  and  per- 
tinently put." — Musical  Opinion. 
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BEETHOVEN'S  PIANOFORTE  SONATAS  Explained  for  the 
Lovers  of  the  Musical  Art.  By  Ernst  von  Elterlein. 
Translated  by  E.  Hill,  with  Preface  by  Ernst  Pauer. 
Entirely  New  and  Revised  Edition  (the  Sixth).  With 
Portrait,  Facsimile  and  View  of  Beethoven's  House. 
Crown  8vo,  cloth,  3s.  6d. 

"  He  writes  with  the  ripe  knowledge  and  thorough  understanding  of  a 
practical  musician.  Every  musical  student  or  amateur  can  safely  trust 
him  as  a  competent  and  agreeable  guide.  This  English  translation  is  most 
opportune,  and  will  doubtless  assist  many  a  lover  of  Beethoven's  music  to 
appreciate  more  keenly  the  master's  sonatas.'' — E.  PArER. 

BEETHOVEN'S  SYMPHONIES  in  their  Ideal  Significance, 
Explained  by  Ernst  von  Elterlein.  Translated  by 
Fr.\ncis  Weber.  With  an  Account  of  the  Facts  Re- 
lating to  Beethoven's  Tenth  Symphony.  By  L.  Nohl. 
Second  Edition,  with  Portrait.  Crown  8vo,  cloth, 
3s.  6d. 

This  small  volume  is  intended  in  tke  first  place,  and  more  especially,  for 
the  earnest  and  thoughtful  amateur,  to  whom  it  is  to  be  a  guide  and  com- 
panion in  the  artistic  enjoyment  and  conscious  appreciation  of  Beethoven's 
Symphonic  Masterpieces.  At  the  same  time  the  work  may  not  be  unwel- 
come also  to  the  practical  musician. 

FROM  LYRE  TO  MUSE.  A  History  of  the  Aboriginal 
Union  of  Music  and  Poetry.  By  J.  Donovan.  Crown 
8vo,  cloth,  2s.  6d.  net  (pub.  5s.) 

Chapters:  1.  Musical  Impression.  2,  History  of  Aboriginal  :Mu8ic.  3. 
Music  and  Individuality,  4.  Fusion  of  Ehythm  and  Tones.  5.  Fusion  of 
Tones  and  Words.  6.  How  Harmony  was  Developed.  7.  Definition  and 
Diagram  of  Evolution  of  Music. 

BEETHOVEN'S  SYMPHONIES  Critically  Discussed  by  A. 
Teetgen.  With  Preface  by  John  Broadhouse.  Second 
Edition.     Post  Svo,  cloth,  3s.  6d. 

MUSIC-DRAMA  OF  THE  FUTURE.  I,  An  Essay  on  Choral 
Drama;  II,  The  Growth  of  Dreams;  III,  Utlier  and 
Igraine,  a  Choral  Drama ;  IV,  Articles  of  Proposed 
S6heme  for  the  Temple  Theatre.  By  Rutland 
Boughton  and  Reginald  R.  Buckley.  Frontispiece, 
Svo,  limp  cloth,  2s.  net. 

MOZART'S  DON  GIOVANNI.  A  Commentary,  from  the 
Third  French  Edition  of  Charles  Gounod.  By  W.  Clark 
and  J.  T.  Hutchinson.     Crown  Svo,  cloth,  3s.  6d. 

WOMAN  AS  A  MUSICIAN.     An  Art  Hi.storical  Study.     By 

F.  R.  RiTTER.     8vo,  sewed,  Is. 
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i^STHETICS  OF  MUSICAL  ART,  or,  The  Theory  of  Beauti- 
ful in  Music.  By  Dr.  Ferdinand  Hand.  Translated 
from  the  German  by  Walter  E.  Lawson,  Mus.Bac. 
Cantab.,  etc.     Third  Edition.     Crown  8vo,  cloth,  5s. 

THE  PLACE  OF  SCIENCE  IN  MUSIC.  By  H.  Saint- 
George.  Addressed  to  Advanced  Students  of  that 
branch  of  Musical  Knowledge  commonly  called  Har- 
mony.    8vo,  sewed,  is. 

PURITY  IN  MUSIC.  By  A.  F.  Thibaut.  Translated  by  J. 
Broadhouse.     Crown  8vo,  cloth,  2s.  6d. 

CoxTE>TS  :  1.  On  the  Chorale.  2.  Church  Music  other  than  the  Choral. 
3.  Popular  Melodies.  4.  The  Educating  Influence  of  Good  Models.  5. 
Effect.  6.  On  .Judging  the  AVorks  of  Great  Masters.  7.  As  to  a  Liberal 
Judgment.     8.  On  Perversions  of  Text.     9.  Choral  Societies. 

ScHrMAXN  savs  :  "  A  fine  book  about  music,  read  it  frequently.'* 
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SOME    MUSICAL    RECOLLECTIONS     OF    FIFTY    YEARS. 

By  Richard  Hoffman.  With  Memoir  by  Mrs.  Hoff- 
man. Illustrated  with  many  Plate  Portraits.  Crown 
8vo,  cloth,  6s.  1910 

Richard  Hoffman,  born  Manchester,  1831,  a  disting-uished  pianist,  a 
euccessful  and  popular  teacher  in  the  States  and  a  noteworthy  composer. 

Delightful  reminiscences  of  musicians  and  musical  affairs  in  America 
and  England.  The  account  of  Mendelssohn's  leading  of  the  "  Elijah  "  at 
Manchester  ;  of  Jenny  Lind  and  her  appearance  at  Castle  Garden  and  her 
tour  of  America  under  T.  P.  Barnum,  throughout  which  tour  Hoffman 
accompanied  her  as  the  solo  pianist ;  of  Thalberg,  Ton  Bulow,  Gottschalk. 
Liszt,  and  many  others,  and  of  the  audiences  and  concerts  throughout  the 
country  fifty  years  ago,  makes  most  interesting  reading. 

Richard  Hoffman  studied  under  Pleyel,  Moscheles,  Rubinstein,  Dohler. 
Thalberg  and  Liszt  and,  of  course,  has  much  to  say  of  all  these  great 
masters.  There  are  some  twenty-five  illustrations,  including  Patti,  Jenny 
Lind,  Liszt,  Charles  Hall^,  Gottschalk,  Ton  Bulow  and  Mr.  Hoffman  him- 
self. The  volume  also  contains  Mr.  Hoffman's  essay  on  "  How  to  Stimu- 
late Thought  and  Imagination  in  a  Pupil." 

MOZART:    THE    STORY    OF    HIS    LIFE    AS    MAN    AND 
ARTIST.     According     to     Authentic     Documents     and 
other  Sources.     By  Victor  Wilder.     Translated  by  F. 
LiEBiCH.     To  which  is  now  added  a  Comprehensive  Bib- 
liography   of    Mozart    Literature    from    every    source, 
English   and   Foreign   and    a   List   of  his   Compositions 
Published      and      Unpublished.        With     23     Portraits 
gathered     from     Various     Sources.      With     Index.      2 
volumes.    Crown  8vo,  cloth,  10s. 
Jan.  Ev.  Engel,  Imperial  Librarian,  writing  from  the  Mozarteum,  Sali- 
burg  (Mozart's  birthplace)  on  behalf  of  the  Mozart  Society,  says  :  — 
lTran!»lation.'\ 

I  congratulate  the  publisher  on  the  exemplary  correctness  of  the  edi 
tion  and  the  author  on  having  had  at  his  disposal  such  rich  and  almost 
inexhaustible  material  from  ancient  down  to  most  modern  times,  as 
foundation  for  his  t^xcellent  work.  This  beautiful  and  valuable  work, 
vFhich  has  been  translated  with  great  thoroughness,  has  every  right  to  a 
place  in  the  foremnxt  ranki*  of  Enc/lii'h  litpratnre  to  the  honour  of  the 
great  master  whose  life  and  work  the  lifted  author  has  had  presented  to 
the  English  people  in  a  mr.st  attractivp  wny,  besides  conveying  t^o  them 
his  appreciation  of  his  (Mozart's)  immortal  oompositions  in  a  manner 
that  has  not  been  done  previously  in   English. 

"  Its  merits  are  its  enthusiasm,  its  judicious  selection  from  an  enor 
mous  mass  of  material,  and   its  consecutivenesa." — Birmingham   Gazette. 

Abthtjb  Simons,  in  an  appreciative  notice  in  The  Saturday  Revieii 
said  : — "  The  book  is  living,  and  to  read  it  is  to  suffer  over  again  this 
perfpot  »nd  punished  life." 

VERDI:  MAN  AND  MUSICIAN.  His  Biography,  with 
especial  Reference  to  his  English  Experience.  Por- 
traits by  F.  J.  Crowest.  8vo,  cloth,  3s.  6d.  net  (pub. 
7s.  6d.)' 
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MUSICAL    MEMORIES.     By    William    Spark,    Mus.Doc. 

(late    Organist    of    the    Town    Hall,    Leeds).      Revised 

Popular  Edition.    With  16  Portraits.    Thick  crown  8vo, 

cloth,  6s. 

"  A    pleasantly    written    book    of    reminiecenees    of    a    large    number    of 

distinguished  persons  in  the  world  of  music  ....  Dr.   Spark  knows  how 

to  tell  a   good   story,   and   has   not   a   few  new  and  old  to  tell ;  while   the 

tone  of  his  book  is  so  invariably   cheerful   and  good  natured." — Saturday 

Review. 

"  The  author  speaks  of  things  that  he  understands  and  of  persons 
that  he  has  known."— Si.  James'  Gazette. 

"  Just  one  of  those  pleasant  books  which  are  instructive  without  being 
tedious,  and  amusing  without  being  frivolous.  The  book  is  very  pleasant 
reading  and  we  counsel  our  readers  to  get  it  without  delay." — Mutical 
Standard. 

TCHAIKOVSKY.      His    Life    and    Works.      With    Extracts 
from  his  Writings  and  the  Diary  of  his  Tour  Abroad  in 
1888.     By  Rosa  Newmarch.     Second  Edition  Enlarged 
and    Edited    with    Additional    Chapters    by    E.    Evans, 
1908.      With   a    Complete   Classific    Account   of   Works. 
Copious  Analyses  of  Important  Works,  Analytical  and 
other  Indices;  also  Supplement  dealing  with  "The  Re- 
lation of   Tchaikovsky   to   Art-Questions   of  the   Day." 
Portrait  and  Index.     Thick  crown  8vo,  cloth,  gilt  top, 
7s.  6d. 
"  The  chapters  written  by   Mr.   Edwin   Evans,    Senr.,   are  excellent  and 
should  be  perused  with  attention,  as  they  denote  a  keen,  critical  insight 
and  a  broad  outlook  on  matters  generally.  ♦  •  *  The  popularity  of  Tchai- 
kovsky in  England  is  certainly  not  on  the  wane,  and  the  present  volnma 
will  doubtless  be  welcomed  by  the  many  admirers  of  the  Russian  master." 
—Morning  Post. 

"  A  well  planned  and  in  parts  fascinating  study  of  a  composer  whose 
rare  charm  of  melodic  beauty  and  fine  sense  of  musical  proportion  have 
completely  captured  the  taste  of  the  time  •  *  •  It  is  the  fullest  and 
most  authoritative  monograph  of  Tchaikovsky  available  for  Enclish 
readers."— TTie  Scotsman. 

NOTICE    OF    ANTHONY     STRADIVARI.      The    celebrated 
Violin  Maker  known  by  the  name  of  Stradivarius,  pre- 
ceded   by    Historical    and    Critical    Researches    on    the 
origin   and  Transformations   of  Bow  Instruments,   and 
followed  by  a  Theoretical  Analysis  of  the  Bow  and  Re- 
marks   on    Francis   Tourte.     By    F.    J.    Fetis.     Trans- 
lated by  J.   Bishop.     Facsimile  of  a  Letter  of  Stradi- 
varius.    Svo,  cloth,  5s. 
The  greater  part  of  the  matter  in  above  is  the  work  of  M.  Vuillaume,  who 
spent  the  greater  part  of  his  life  in  studying  the  principles  which  guided 
Stradivarius  in  his  labours.     With  the  aid  of  Fetis  and  his  additional  sug- 
gestions and  matter  the  now  celebrated  work  was  produced. 
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CHOPIN:  THE  MAN  AND  HIS  MUSIC.  By  James 
HuNEKER  (author  of  "Mezzotints  in  Modern  Music"). 
With  Musical  Examples.     Thick  crown  8vo,  cloth,  10s. 

"  Mr.  Huneker  is  a  Chopin  enthusiast.  He  accords  admiration  to  Brahms, 
to  Wagner,  to  Tchaikovsky  :  his  worship  is  reserved  for  Chopin.  Being- 
gifted  with  clear  insight  and  imagination  which  grasp  many  and  diverse 
moods  Mr.  Huneker  is  a  sane  critic  and  a  manly There  is  no  pre- 
tence at  new  material  in  the  book.  Mr.  Huneker  has  garnered  all  that  has 
been  written  about  the  composer  and  he  has  threshed  out  the  grain  from 
the  chaff.     The  result  is,  therefore,  of  value."— Mw.s/c«/  Standard. 

"  The  volume  will  at  once  take  its  place  in  the  front  rank  of  books  on 
Chopin.  .  .  .  the  masterly  chapter  of  seventy-four  pages  on  the  etudes  will 
soon  be  found  indispensable  by  all  teachers  and  students  of  the  pianoforte." 
—The  Nation  (U.S.A.). 

"  A  work  of  unique  merit,  of  distinguished  style,  of  profound  insight  and 
sympathy  and  of  the  most  brilliant  literary  quality."— T/ip  Nciv  York 
Times. 

"  Of  works  on  Chopin  published  since  Niecks'  life,  this  is  by  far  the 
most  important." — 6.  C.  Ashton  Joxson  in  "  A  Handbook  to  Chopiu'd 
Works." 

LIFE  OF  CHOPIN.  By  Franz  Liszt.  New  and  very  much 
Enlarged  Edition.  Translated  in  full  now  for  the  first 
time  by  John  Broadhouse.  Second  Edition,  Corrected. 
Crown  8vo,  cloth,  6s. 

George  Sand  describes  it  as  "  un  peu  exuberent  en  style,  mais  reniplJ 
de  bonnes  ohoses  et  de  trfes  belles  pages." 

6.  C.  Ashton  Jonson  says  in  his  "  Handbook  to  Chopin's  Works  "  :  — 
"  For  the  personal  reminiscences  of  one  of  the  greatest  composers  by  one 
of  the  greatest  executive  artists  of  the  world  must  be  invaluable  to  the 
Chopin  student." 

"  Franz  Liszt  has  written  a  charming  sketch  of  Chopin's  life  and  art." — 
Ency.  Brit. 

"  Liszt's  criticisms  upon  his  separate  works  have  all  the  eloquent  mys- 
ticisms to  be  expected  from  him;  and  the  biography  is  a  book  musicians 
will  always  prize." — Sunday  Time*. 

"  It  will  afford  the  student  the  greatest  help  in  understanding  the 
undercurrent  of  emotion  which  characterises  the  works  of  Chopin."— 
Morning  Post 

"  Let  us  therefore  contribute  one  good  word  to  help  it  forward,  as  we 
would  tend  a  flower  which  sprinifs  up  spontaneously  over  the  grave  of 
one  we  love." — Musical  Times. 

BEETHOVEN.     By  Richard  Wagner.     With  a  Supplement 

from  the  Philosophical  Works  of  Arthur  Schopenhauer. 

Translated  by  Edward  Dannreuther.     Third  Edition. 

Crown  8vo,  cloth,  6.s. 

"  This  characteristic  essay,  a  written  exposition  of  Wagner's  thoughts  on 

the  significance  of  the  master's  music,  may  be  read  with  advantage  by  all 

students."— W.  H.  Webbk  in  The  Pianist's  A.  B.  C. 
"It  is  a  plain  duty  to  be  familiar  and  even  intimate  with  the  opinion  of 

one  famous  man   about  another.     Gladly  therefore  we  welcome  Mr.   Dann- 

reuther's  translation  of  the  work  before  us.     Mr.  Dannreuther  has  achieved 

his  task  with  the  conscientiousness  of  his  nature  and  with  a  success  due  to 

much  tact  and  patience."— 2l/?(S(co?  Times. 
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FREDERIC     CHOPIN:     HIS     LIFE     AND     LETTERS.      By 

MoRiTz  Kaeasoavski.  Translated  by  E.  Hill.  New 
Edition  Revised  and  further  Letters  added  written 
during  the  Cojuposer's  Sojourn  in  England  and  Scot- 
land, 1848-9.  Second  and  Revised  Edition.  With  8 
Portraits  and  a  Facsimile.  2  volumes.  Crown  Svo, 
bevelled  cloth,  10s. 

"  Chopin  is  and  remains  the  Ijoldcst  and  proudest  poetic  spirit  of  the 
Rge." — RoBEET  Schumann. 

"  A  book  with  which  all  students  of  Chopin  must  needs  be  acquainted. 
It  contains  a  good  deal  of  first  hand  information  and  is  our  only  sourt-e 
for  many  valuable  documents." — The  Guardian. 

Gbove's  Dictionary  of  Musicians  says:  "  The  truth  about  Chopin's  birth, 
family,  health,  character,  friendships,  early  training  and  the  dawn  of  his 
career  as  a  player  and  composer  was  not  known  until  the  publication  of 
Moritz  Karasowski's  recent  and  trustworthy  biography.'* 

"  The  first  serious  attempt  at  a  biography  of  Chopin." — Prof.  Niecks. 

"  Gives  bits  of  information  found  nowhere  else  and  the  Letters  of  Chopin 
make  the  liook  invaluable  to  those  who  would  really  know  the  Polish 
master." — Musical  America. 

MAKERS  OF  MUSIC.  Biographical  Sketches  of  the  Great 
Composer.s.  With  Chronological  Summaries  of  their 
Works  and  Facsimiles  from  Musical  MSS.  of  Bach, 
Handel,  Purcell,  Dr.  Arne.  Gluck,  Haydn,  Mozart,  Beet- 
hoven, Weber,  Schubert,  Berlioz,  Mendelssohn,  Chopin, 
Schumann,  Wagner,  Verdi,  Gounod,  Tchaikovsky, 
Brahms  and  Grieg,  with  General  Chronological  Table. 
By  R.  Faequharson  Shaep.  Numerous  Portraits.  Fourth 
Edition,  Revised  and  Enlarged.     Crown  Svo.  cloth,  5s. 

Tlie  author's  endeavour  throuThont  this  work  has  been  to  convey  an  im- 
pression of  the  personality  of  each  composer,  as  Avell  as  to  furnish  bio- 
sraphical  detail.  At  the  end  of  each  biography  is  a  tabulated  list  of  the 
composer's  works  and  dates  of  production,  together  with  a  facsimile  from 
one  of  his  original  manuscripts.  A  useful  volume,  got  up  in  good  style  and 
well  adapted  for  a  gift  or  prize.     Has  speedily  run  into  four  editions. 

CHOPIN:  AS  REVEALED  BY  EXTRACTS  FROxM  HIS 
DIARY.  By  CoiTNT  Taenowski.  Translated  from  the 
Polish  bv  N.  Janotha.  With  Eight  Portraits.  Crown 
8vo.  cloth,  2s.  6d,  net  (or  paper  cover,  Is.  6d.  net). 

"  Thi-ows  many  curious  sidelights  on  the  character  of  the  great  com- 
poser."- 5"  i/Hrffly  Sun. 

"  The  notes  on  Chopin  were  written  by  special  request  and  under  the 
direction  of  Princess  :>rarceline  Czartoryska.  From  her.  Count  Tarnowski 
received  many  interesting  details  as  well  as  letters  written  by  Chopin,  in 
which  the  master  alludes  to  many  of  his  compositions  as  well  as  to  the 
renditions  under  which  they  were  written.  Keally  an  absorbing  little 
tome,  eto."—Muf!ical  Standard. 
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DICTIONARY  OF  4,000  BRITISH  MUSICIANS.  From  the 
Earliest  Times.  By  F.  J.  Crowest.  Crown  8vo,  cloth, 
Is.  net  (paper  cover,  6d.  net). 

A  Dictionary  of  British  Musifiaiis— a  work  devoted  exclusively  to  the 
names  of  native  composers,  instrumentalists,  vocalists,  writers,  etc.,  who 
have  contributed  to  the  making  of  English  musical  art  from  the  earliest 
times  to  the  present.  Blank  spaces  are  left  to  each  letter  for  any  addi- 
tional names  to  be  written  in. 

BIOGRAPHICAL  DICTIONARY  OF  FIDDLERS.  Including 
Performers  on  the  Violoncello  and  Double  Bass,  Past 
and  Present.  Containing  a  Sketch  of  their  Artistic 
Career,  together  with  Notes  of  their  Compositions.  By 
A.  Mason  Clarke.  9  Portraits.  Post  8vo,  bevelled 
cloth,  5s. 

"  We  may  here  take  the  opportunity  of  reeommendine-  a  useful  book  to 
all  lovers  of  violins  and  violinists.  Fiddlers,  Ancient  and  Modern,  is  prac- 
tically a  little  Biographical  Dictionary,  well  arranged  with  some  excellent 
portraits."— A'or^/iPrrt  Whig. 

CHERUBINI.      Memorials  illustrative  of  his  Life.      By  E. 
Bellasis.     Thick  crown  8a'o,  cloth,  6s. 
The  standard  biography  of  Cherubini. 

FRANZ  LISZT.     By  T.  Carlaw  Martin.     l'2mo,  bound,  Is. 

LIFE  OF  BEETHOVEN.  By  Louis  Xohl.  Translated  by 
John  J.  Lalor.  Third  Edition.  With  Portraits  and 
Facsimile.     Crown  8vo,  bevelled  cloth,  gilt  edges,  3s.  6d. 

A  standard  biography. 

TEMPLETON  AND  MALIBRAN.  Eeminiscences  of  these 
Renowned  Singers,  with  Original  Letters  and  Anec- 
dotes. Three  Authentic  Portraits  by  Mayall.  8vo, 
cloth,  2s.  6d. 

BALFE:  HIS  LIFE  AND  WORKS.  By  AV.  A.  Barrett. 
Crown  Svo,  bevelled  cloth.  3s.  Gd.  net  (pub.  7s.  6d.) 

SKETCHES  OF  ENGLISH  GLEE  COMPOSERS.  Historical, 
Biographical  and  Critical.  From  about  1735-18C6.  By 
D.  Baptie.     Post  8vo,  bevelled  cloth,  5s. 

THE  BACH  LETTERS.  Letters  of  Samuel  Wesley,  relating 
to  the  Introduction  into  England  of  the  Works  of  Bach. 
Ed.  by  E.  Wesley.     Second  Edition.     Svo.  cloth.  2g   6d. 
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WEBER.     By  Sir  J.  Benedict.     Crown  8vo,  cloth,  2s. 

PURCELL.     By    William    H.    Cummings,    Mus.Doc.     New 
Edition  now  obtainable.     Crown  8vo,  cloth,  2s. 
The  only  available  life  of  this  great  English  musician.     Dr.  Cummings 
spared  no  time  or  tiouble  in  making  it  as  far  as  possible  a  complete  and 
exhaustive   treatise. 

CHERUBINI.     By  F.  J.  Crowest.     Crown  8vo,  cloth,  2s. 

Contents  :— Birth  and  Parentage— Under  Sarti— Earliest  Works— Visits 
London — LodoiKka — Medee — Les  Deux  Journees — Faiiiska — Berlioz  and  Ali 
fia&a— Cherubini's  Overtures- A  Sacred  Music  Composer— Mass  in  F— 
Mass  in  D  minor — Mass  in  C — Requiem  in  C  minor — Requiem  in  D  minor 
— Cherubini's  Prolificness — At  Catel's  Grave — Death,  Obsequies  and  Career 
-His  Influence  upon  Music — Estimate  of  his  Dramatic  Works — Of  his 
Sacrrd  Works — Influence  as  a  Teacher— Temperament  and  Disposition — 
Anecdotes  of  Cherubini — Catalogue  of  Compositions— Index. 

SKETCHES    OF    GREAT   VIOLINISTS   AND    GREAT   PIAN- 

ISTS.  Biographical  and  Anecdotal,  with  Account  of 
the  Violin  and  Early  Violinists.  Viotti,  Spohr,  Paga- 
nini,  De  Beriot,  Ole  Bull,  Clementi,  Moscheles,  Schu- 
mann (Robert  and  Clara),  Chopin,  Thalberg,  Gottschalk, 
Liszt.  By  G.  T.  Ferris.  Second  Edition.  Crown  8vo, 
bevelled  cloth,  3s.  6d.  (or  cloth,  gilt  edges,  4s.  6d.) 

A  very  useful  book  for  a  prize  or  gift. 

LIFE   AND   WORKS   OF   MOZART.     By  A.    Whittingham. 
Cloth,  Is.  6d.  (or  jiaper,  Is.). 

LIFE   AND   WORKS   OF    HANDEL.     By  A.   Whittingham. 
Cloth,  Is.  6d.  (or  paper.  Is.) 

CES.AR  FR.4NCK.     Some  Personal  Reminiscences.     ByJ.  W. 
HiNTON,  M.A.,  Mus.D.     16  pages.     Crown  8vo,  6d.  net. 


PORTRAIT     GALLERIES. 


SIXTY  YEARS  OF  MUSIC.  A  Record  of  the  Art  in  Eng- 
land during  the  Victorian  Era.  Containing  70  Portraits 
of  the  most  Eminent  Musicians.  Oblong  quarto,  boards, 
cloth  back,  2s.  6d. 

NATIONAL  PORTRAIT  GALLERY  OF  BRITISH  MUSI- 
CIANS. By  John  Warriner,  Mus.D.  Trinity  College, 
Dublin.  Introduction  by  Joseph  Bennett.  Over  500 
Photo  Portraits  of  Well-known  and  Eminent  Living 
Musicians  of  Great  Britain  and  Ireland,  with  short 
Biographical  Notice  of  each.  The  whole  bound  in  one 
handsome  oblong  folio  volume,  cloth  lettered.  Offered 
for  7s.  6d.  net  (published  14s.  net). 


REEVES'  CATALOGUE  OF  MUSIC  AND  MUSICAL  LITER- 
ATURE.  Ancient  and  Modern,  Second-Haud  and 
New ;  containing  the  Contents  of  Libraries  recently 
purchased,  with  a  large  quantity  of  Curious,  Scarce  and 
TTseful  Music  :  Full  Scores,  Organ  Music,  Duets,  Trios, 
Quartets,  Quintets,  Sextets,  Septets,  etc.  ;  Tutors,  His- 
torical, Theoretical  and  Biographical  Works  in  English, 
French,'  German,  Italian,  Spanish,  Dutch,  etc.,  in- 
cluding some  Works  of  the  greatest  rarity  and  value. 
On  Sale  for  Cash.  This  Catalogue  sent  post  free  on 
application. 


Our    Fifty-first    Year,   ENLARGED    to    2i    pages, 
Price  reduced  to  Id.  weekly  as  from  Jan.,  1913. 

THE  MUSICAL  STANDARD.  A  Weekly  Newspaper  for 
Musicians,  Professional  and  Amateur.  The  Organ  of  no 
Clique.  Independent  Criticisms.  Correspondents  in  all 
Parts  of  the  World.  Translations  of  Important  Articles 
from  the  Foreign  Musical  Press.  Illustrated  Supple- 
ment every  week.  "The  Violin  and  String  World" 
given  the  last  Saturday  of  each  month.  Weekly,  one 
penny  (by  post,  IJd.).  Annual  Subscription,  post  free, 
6s.  6d.,  Six  Months,  3s.  3d.,  Three  Months,  Is.  8d. 
(Abroad,  Twelve  Months,  8s.  9d.,  Six  Months,  4s.  5d.) 
Terms  for  Advertisements  on  application  to  the  Man- 
ager.    Cases  for  binding.  Is.  6d.  net  (by  post.  Is.  9d.). 
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A  BIBLIOGRAPHY  OF  MUSICAL  INSTRUMENTS  AND 
ARCH/EOLOGY.  Intended  as  a  Guide  to  the  Study 
of  the  History  of  Musical  Instruments.  By  K. 
ScHLESiNGER.     8vo,  cloth,  gilt  top,  5s.  net.  1912 

The  above  is  reprinted  from  tlie  two-volume  vrork  entitled  "  The  In- 
strunionts  of  the  Jlodern  Orchestra  and  Early  Records  of  the  Precursors 
of  the  Yiolin  Family."     18s.   6d. 

The  Times:  "Is  the  finest  vrork  of  its  kind  since  '  De  Fidiculis  Biblio- 
graphia,'  and  will  be  found  of  great  value  to  all  musicians." 

FROM  MENDELSSOHN  TO  WAGNER.  Being  the  Memoirs 
of  J.  W.  Davison,  Forty  Years  Music  Critic  of  "The 
Times."  Compiled  by  his  Son,  Henry  Davison,  from 
Memoranda  and  Documents.  With  52  Portraits  of 
Musicians  of  the  Time  and  many  Important  Letters 
previously  Unpublished  of  Berlioz,  Mendelssohn, 
Gounod,  Macfarren,  Sterndale  Bennett,  Jullien,  etc., 
here  appearing  for  the  First  Time.  Thick  8vo,  cloth, 
gilt  top,  12s.  6d.  net. 

"  The  book  is  fascinating." — Da'Oy  Mail. 

"  Musical  memoirs  are  not  always  such  an  intellectual  feast  as  this, 
and  it  will  be  long  before  we  get  another  book  so  full  of  variety  and 
vitality."— PaZi  Mall  Gazette. 

"  It  ought  to  be  in  every  library  as  a  work  of  reference." — The  Musi- 
cian, U.S.A. 

"  It  is  not  only  a  very  readable  book,  but  a  contribution  of  some  im- 
portance to  musical  history."— T^e   Yorkshire  Post. 

"  Anyone  desirous  of  a  knowledge  of  the  state  of  music  and  the  per- 
sonalities of  musical  artists,  British  and  foreign,  during  the  reign  of 
Queen  Victoria  will  find  what  he  is  in  quest  of  in  '  From  Mendelssohn  to 
Wagner.'  "—The  Bundee  Advertiser. 

"  The  book  altogether  is  full  of  interest  and  information,  the  numerous 
portraits  with  which  it  is  lavishly  illustrated  add  very  notably  to  its 
value."— Tfte  Bookseller. 

"  The  memoirs  of  Davison  arc  the  history  of  Victorian  music.  We 
meet  hundreds  of  musical  people  in  the  course  of  its  pages,  and  the 
experience  is  thoroughly  delightful."— i^astern  Morning  News. 

"  Is  an  informative  resume  of  musical  life  in  England — and  the  inner 
side  of  musical  life  in  England  in  particular— during  the  period  covered 
by  the  title."— Tfte  Standard. 

"  Davison,  forty  years  music  critic  of  The  Times,  had  practically  the 
musical  world  at  his  ieet."—Glas(joio  Herald. 

HISTORY  OF  HUNGARIAN  MUSIC.  By  J.  K.klby (Director 
of  the  Boyal  Hungarian  Opera).  Crown  8vo,  bevelled 
cloth,  2s.  6d.  net. 

"  Information  not  to  be  had  anywhere  else  ....  should  b«  on  everj 
musical   Bhelf."— Internal ionalen   Musikgesellschaft. 
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THE  RISE  AND  DEVELOPiMENT  OF  OPERA.  Embracing 
a  Comparative  View  of  the  Art  in  Italy,  Germany, 
France  and  England.  By  Joseph  Goddard.  Showing 
the  Cause  of  the  Falling  Back  of  the  English  School  in 
the  Modern  Period,  and  the  Compensation  which  that 
Falling  Back  Involved.  With  numerous  Musical  Ex- 
amples, Portraits  and  Facsimiles.  Crown  8vo,  cloth, 
gilt  top,  4s.  6d.  net. 

"  His  criticism  is  usually  just  and  balanced,  and  his  review  of  the  whole 
field  helpful  and  suggestive." — Bookseller. 

"  Of  special  value  and  research  are  the  numerous  musical  examjiles  and 

illustrations,    further   embellished   by    excellent   jiortraits The    book 

should  by  right  meet  with  a  large  circulation,  for  its  facile  style  and 
instructive  researches  are  sufficient  to  interest  the  reader,  apart  from 
the   valuable    historical    information." — Birmiiigliam    Daily    Mail. 

THE   RISE   AND    DEVELOPMENT   OF   xMILITARY   MUSIC. 

By  H.  G.  Farmer  (author  of  "Memoirs  of  the  Royal 
Artillery  Band").  With  Illustrations  of  Early  Instru- 
ments and  Musical  Examples,  and  List  of  Staff  Band- 
masters. Preface  by  Lieut.  A.  AVilliams,  M.V.O., 
Mus.Voc,  Bandmaster  of  Grenadier  Guards.  Crown 
8vo,  cloth,  3s.  6d.  net. 

"  A  valuable  addition  to  our  knov.ledge  of  this  department  of  musical 
art." — T?ie  Standard. 

"  It  is  a  book  which  shows  a  considerable  amount  of  research  in  many 
out-of-the-way  places,  and  the  information  it  gives  regarding  modern 
times,  when  history  emerges  from  mere  tradition,  is  often  valuable." — 
The  I'orJcahire  Vo^t. 

THE   MUSIC    OF    THE    MOST    ANCIENT    NATIONS.     Par- 

-  ticularly  of  the  Assyrians,  Egyptians  and  Hebrews  ; 
with  special  reference  to  recent  discoveries  in  AVestern 
Asia  and  in  Egypt.  By  Ca-^l  Engel.  With  numerous 
Illustrations  and  Index.  Thick  8vo,  cloth.  Published 
at  IBs.,  now  offered  for  8s.  6d.  net. 

Grace's  Dictionary  says  of    Carl  Engel  : 

"His  attainments  as  a-musician,  his  clear  insight  into  books  in  many 
languages,  his  indefatigable  perseverance  in  research,  and  the  exercise  of 
a  rare  power  of  judicious  discrimination,  made  him  one  of  the  first 
authorities  on  his  subject  in  Europe,  he  became  a  collector  when  oppor- 
tunities were  more  frequent  than  they  are  now  for  acquiring  rare  instru- 
ments and  books.  He  thu?  formed  a  private  museum  and  library  that 
could  hardly  be  rivalled  except  by  a  f-'w  public  institutions." 

MANUAL  OF  MUSICAL  HISTORY.  From  the  Epoch  of 
Ancient  Greece  to  our  Present  Time.  By  Dr.  F.  L. 
RiTTER.     Second  Edition.     Cr.  8vo,  bevelled  cloth,  2s.  6d. 
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THE    NATIONAL    MUSIC    OF    THE    WORLD.     By    H.    F. 

Chorlet.     Edited  by  H.  G.  Hewlett.     Contains  many 

Musical  Illustrations.     New  Edition  with  Index.    Crown 

8vo,  cloth,  6s.  1911 

The    volume   treats   of   the    national    tunes,    folk-songs    and    airs    of    the 

various  races  of  the  world.     And  the  chapters  are  undoubtedly  marked  in  a 

high  degree  with  the  critic's  acumen  attesting  the  wide  range  of  Chorloy's 

learning  as  a  student  of  the  art. 

CHRONOMETRICAL     CHART     OF     MUSICAL     HISTORY. 

Presenting  a  Bird's  Eye  View  from  the  Pre-Christiau 
Era  to  the  XXth  Century.  By  C.  A.  Harris, 
A.R.C.O.,  etc.  On  linen,  folded  in  case,  2s.  net  (on 
special  paper,  Is.  net). 
Db.  T.  H.  Yoekk  Trotter,  Princiiml,  London  Academy  of  Music:  "  Ex- 
tremely well  got  up  and  will  be  useful." 

Da.  F.  J.  Kar.n,  Principal,  London  College  of  Music:  "  Your  very  useful 
chart  ....  extremely  well  drawn  up,  showing  in  a  compact  form  a  great 
deal  of  information,  and  is  a  useful  comparative  form.  Several  professors 
have  expressed  delight  with  it." 

Trinity  College,   London:  "The  Library  Committee  desire   me  to  express 

their  most  cordial  thanks   for  the  donation  of  a  copy  of  a  '  Chronometrical 

Chart    of    Musical    History  '    to    the     College    libra'ry."— Shklley    Fishiui. 

*•  Like    a    Bovril    tabloid — much    nourishment    iu    a    little    room." — Head 

••--^TBESS,   South   African  School. 

Sure    to    be    very    useful    to    students  .  .  .  excellently    arranged    and 
seems  to  be  very    accurate  and  thorough." — Uk.   Kalfh   Ddnstan. 

"  Excellent  chart  .  .  .  and  is  certainly  valuable  in  helping  the  imagina- 
tion to  grasp  synchronous  events."— H.  Osmond  Anderton,  Esc*.,  Lihrariin 
to  Birmingham  and  Midland  Institute  School  of  Music. 

THE  RISE  OF  xMUSiC.  Being  a  Careful  Enquiry  into  the 
Development  of  the  Art  from  its  Primitive  Puttings 
forth  in  Egypt  and  Assyria  to  its  Triumphant  Consum- 
mation in  Modern  Effect.  Especially  bringing  out  the 
Influence  of  the  Church  upon  the  Joint  Development  of 
Harmony  and  Notation — the  Importance  of  that  Great 
Central  Development  the  Enweavement  of  the  Scales— 
the  Creative  Consequences  of  the  Clavier  Type  of  In- 
strument and  the  Explanation  of  a  New  and  Perfect 
Order  of  Beauty  resting  upon  our  Tempered  System. 
By  Joseph  Goudard.  Vrith  Illustrations  of  early  In- 
struments and  numerous  Musical  Examples  diawn  from 
Ancient  and  Modern  Sources.  With  Index.  Thick 
crown  Svo,  cloth,  gilt  top,  7s.  6d. 

MEMOIRS  OF  THE  ROYAL  ARTILLERY  BAND,  Its  Origin, 
History  and  Progress.  An  Account  of  the  Rise  of  Mili- 
tary Music  in  England.  By  H.  G.  Farmer.  With  14 
Illustrations.     Svo,  cloth,  5s. 
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CATECHISM   OF   MUSICAL   HISTORY   AND   BIOGRAPHY. 

By    ¥.    J.    CiiowEST.     Revised    and    Eidarged    Edition. 
Tenth  Thousand.    187  pp.    Post  8vo,  cloth,  2s.  (paper,  Is.) 

This  work  gives  special  attention  to  English  miisieians,  and  is  brought 
down  to  1905. 

Musical  Kd'jcation  says  :  "  An  excellent  little  book— yet  not  so  little  since 
it  contains  on  immense  amount  of  information — historical,  biographical  and 
critical— in  a  very  smail  compass." 

A  HISTORY  OF  PIANOFORTE  MUSIC.  With  Critical 
Estimates  of  its  Greatest  Masters  and  Sketches  of  their 
Lives.  By  John  C.  Fillmore.  Edited  a\  ith  an  Intro- 
ductory Preface  by  Ridley  Pkentice.  Crown  Sxo, 
cloth,  3s.  Gd. 

DtBLV.r  Buck  says  of  it  :  '"  In  my  judgment  the  work  should  be  in  the 
hands  of  every  earnest  student." 

"  The  only  work  of  its  kind  in  English.  It  groups  the  composers  and 
their  works  into  epochs  ind  gives  a  clear  description  of  the  different 
epochs ." — Etude 

THE  WORLD  S  EARLIEST  MUSIC.  Traced  to  its  Begin- 
nings in  Ancient  Lands.  By  collected  Evidences  of 
Relics,  Records,  History  and  Musical  Instruments,  from 
Greece,  Etruria,  Egypt,  China,  through  Assyria  and 
Babylonia  to  the  Primitive  Home,  the  Land  of  Akkad 
and  Sumer.  By  Hermakn  Smith.  With  65  full  page 
Illustrations  and  Cuts,  nearly  400  pages.  Crown  8vo, 
cloth,  6s. 

THE  PAST  AND  THE  FUTURE.  An  Inaugural  Lecture  at 
Gresham  College.     By  J.  Frederick  Bridge,  Mus.Doc. 

Crown  8vo,  sewed,  6d. 

THE      GROWTH      AND      DEVELOPMENT      OF      MUSIC. 

Described  in  Chapters  on  the  Study  of  Musical  History. 
By  Edv*'Ard  Dickinson.  With  an  Annotated  Guide  to 
Music  Literature.     Over  400  pp.     Thick  8vo,  cloth,  10s. 

Mr.  Ernest  Newman  in  The  Manchester  Guardian  writes  :  "  .  .  .  .  the 
extent  and  the  accuracy  of  the  information  conveyed  make  tlie  book 
indispensable  to  students  and  to  imhlic  libraries." 

THE  STUDENT'S  HISTORY  OF  MUSIC.  History  of  Music, 
from  the  Christian  Era  to  the  Present  Time.  By  Dr. 
F.  L.  RiTTER.  Third  Edition.  478  pages  of  Letter- 
])res.s  and  72  Plates  of  Musical  Illustrations.  Thick 
crown  8vo,  cloth,  7s.  Od. 
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THE  WINDBAND  AND   ITS   INSTRUMENTS.     Their  His- 
tory,   Construction,    Acoustics,    Technique    and    Com- 
bination.    Bj'     Arthur     A.     CLAPrE,     Boyal     Military 
School   of   Music.     A    Work    for    Bandmasters,    Bands- 
men, Students  and  the  General  Reader.     AVith  numer- 
;)us  Illustrations.     Crown  8vo,   cloth,  gilt  top,  5s.  net. 
Wind  instruments  have  a  republic  of  tlicir  own  in  the  wind-band,  where 
each  one  is  sovereign,  not  subject,  and  all  may  express  themselves  freely, 
fur  there  they  arc  the  paramount  power.    In  this  book  it  is  sought  that 
rach   instrument   shall   be   accorded    respect    as   befits    its    specific    import- 
ance.    For  that  reason,  the  qualities  of  eaeii  are  taken  into  consideration 
from    the    viewpoints    of    history,    acoustics,    construction,    technique    and 
collective   utility.    At   present  there   is   no  book  in  the   English  language 
dealing  with  wind  instruments  and  the  wind-band  in  plan  or  scope  herein 
attempted. 

A  Work  of  Original  Besearch  and  Study. 
THE  INSTRUMENTS  OF  THE  MODERN  ORCHESTRA 
AND  EARLY  RECORDS  OF  THE  PRECURSORS  OF 
THE  VIOLIN  FAMILY.  With  500  Illustrations  and 
Plates.  By  Kathleen  Schlesinger.  Two  handsome 
volumes,  thick  8vo,  cloth,  gilt  tops,  18s.  6d.  net. 

"  It  is  no  mere  echo  of  other  historians  but  a  work  of  original  research. 
This  is  made  clear  by  tlie  fact  that  novel  conclusions  are  reached  and 
ROW  verdicts  given.  It  Avould  seem  that  we  shall  be  compelled  to  recon- 
sider   and   probably    to   reconstruct    our   notions    as    to   the   origin    of   the 

violin A    splendid    book    which    will    become    a    classic.     The    many 

Tears  of  laborious  and  persevering  study  given  to  its  compilation  and 
■composition  will  be  appreciated  by  generations  yet  to  come. — Binning- 
ham  Gazette  and  Express. 

John  Broadhousk  in  the  Musical  Standard  writes  :  "  Far  surpasses  any 
book  on  the  subject  which  it  has  been  our  good  fortune  to  read.  The 
whole  line  of  the  investigation  is  in  every  sense  of  the  word  original  ;  not 
trusting  the  researches  of  her  predecessors,  Miss  Schlesinger  has,  during 
many  years,  gone  fully  and  deejily  into  the  matter  for  herself;  and, 
having  arrived  at  conclusions  quite  at  variance  with  those  of  other 
writers,  she  is  not  afraid  to  say  so.  The  tone  of  the  book  is  moderation 
itself  .  .  .  ." 

The  music  critic  of  the  American  Musical  Courier  in  an  able  essay  says: 
""  It  is  a  great  work  in  two   volumes  with   over   five  hundred   illustrations 

and  plates She   [the  author]  is  a  kind  of   musical  Darwin   who  has 

given  no  end  of  toil  and  trouble  to  trace  the  ancestors  of  our  instruments 
into  their  humble  and  remote  sources." 

E.  VAN  DER  Straeten  writes  in  the  Strad:  "This  work  ranks  among  the 
most  remarkable  modern  literature  on  the  subject." 

HOW  TO  PLAY  FROM  SCORE.  Treatise  on  Accompani- 
ment from  Score  on  the  Organ  or  Pianoforte.  By  F. 
Fetis.  Translated  by  A.  AVhittingham.  With  40  pp. 
of  Musical  Examples.     Cr.   8vo,  bevelled  cloth,  3s.  6d. 

This  popular  and  useful  book  might  have  been  entitled  "  The  Art  of 
Making  Arrangements  for  the  Organ  or  Pianoforte  from  Full  Orchestral 
and  Other  Scores."  It  contains  all  that  is  necessary  to  know  upon  this 
Bubject. 
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MODERN  ORCHESTRAL  INSTRUMENTS,  Their  History, 
Structure  and  Capabilities.  By  K.  Schlesinger.  A 
Practical  Illustrated  Handbook  for  the  Musician,  Stu- 
dent and  Concert-Goer.  Numerous  Illustrations  and 
Musical  Examples  throughout.  8vo,  cloth,  gilt  top, 
7s.  6d. 

The  Times  says  :  "  We  do  not  hesitate  to  recommend  the  volume  to  all 
lovers  of  musio  who  would  know  something  of  the  instruments  which 
produce  the  marvellous  tone  colour  of  the  modern  orchestra,  or  desire,  by 
aid  of  the  large  and  clear  illustrations,  to  recognise  the  various  forms 
which   nre  now  to  be   found   in  our  large   military   and   municipal  bands." 

The  above  volume,  with  "  The  Precursors  of  the  Violin  Family,"  form 
the  two-volum.e  work  by  K.  Schlesinger,  18s.  6d.  For  full  description  see 
preceding  item. 

ON  CONDUCTING.  By  Rich.\rd  Wagner.  Translated  by 
E.  D.\NNREUTHER.     Secoud  Edition.     Cr.  8vo,  cloth,  5s. 

A  treatise  on  style  in  the  execution  of  classical  music,  written  by  a 
practical  master  of  the  grand  style. 

Wkisgartxeb,  speaking  of  this  celebrated  work,  says  :— "  Wagner's  book 
laid  the  foundation  for  a  new  understanding  of  the  function  of  the  con- 
ductor, in  whom  we  now  recognise,  not  only  the  eternal  factor  that  holds 
together  an  orchestral,  choral  or  operatic  performance,  but  above  all  the 
spiritualising  internal  factor  that  gives  the   performance  its  very  soul." 

Grove's  Dictionary  says  :  "  One  of  the  finest  of  his  minor  publications, 
and  to  a  professional  musician  perhaps  the  most  instructive.  A  Treatise 
on  Style,  giving  his  views  as  to  the  true  way  of  rendering  classical  music, 
with  minute  directions  how  to  do  it  and  how  not  to  do  it,  together  with 
many  examples  in  musical  type  from  the  instrumental  works  of  Beethoven, 
Weber,  Mozart,  etc." 

NOTES  ON  CONDUCTING  AND  CONDUCTORS.  By  T.  R. 

Croger,  F.R.G.S.,  F.Z.S.,  also  the  Organi-sing  and  Con- 
ducting of  Amateur  Orchestras,  with  three  full  page 
Illustrations  of  the  various  •Beats''  and  Plan  of  the 
Orchestra.  Third  Edition,  Revised  and  Enlarged. 
Crown  8vo,  cloth,  2s.  (paper,  Is.) 

"  A  mine  of  good  things." — Musical  Opinion. 

"  One  of  the  best  guides  to  conducting."— 3/i(.y/c  Trades  Rerieiv. 

"  A  capital  little  book  brightly  written  and  full  not  only  of  entertaining 
and  racily-told  anecdotes,  but  also  of  dear  and  sensibly-expressed  oiiinions 
on  musical  matters." — The  Stage. 
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THE  MAKING  OF  SOUND  IN  THE  ORGAN  AND  IN  THE 
ORCHESTRA.     By   Hermann   Smith.     An   Analysis  of 
the  Work  of  the  Air  in  the  Speaking  Organ  Pipe  of  the 
Various    Constant    Types,    and    an    Exposition    of    the 
Theory   of   the    Air-Stream-Reed    Based   upon   the   Dis- 
covery of  the  Tone  of  the  Air,  by  Means  of  Displace- 
ment Rods.     With  30  Illustrations  and  Tables.     Thick 
crown  8vo,  cloth,  6s. 
Mr.  Hermanu   Smith  has  gained  a  distinguished  position   as  an   investi- 
gator   in    matters    relating    to    sound    production    in    musical    instruments. 
His  conclusions  arrive  at  a  theory  widely  different  from  those  which  have 
been  propounded  in  the  several  learned  works  on  acoustics. 

MODERN  ORGAN  BUILDING.  Being  a  Practical  Explan- 
ation and  Description  of  the  Whole  Art  of  Organ  Con- 
struction, with  Especial  Regard  to  Pneumatic  Action. 
Together  with  Chapters  on  Tuning,  Voicing,  etc.  By 
Walter  and  Thomas  Lewis  (Organ  Builders).  With  76 
Illustrations  Drawn  to  Scale  and  Reproduced  from 
Actual  Working  Drawings,  together  with  Diagrams, 
Tables,   etc.     4to,  cloth,   7s.   6d.  1911 

ADVICE  TO  YOUNG  ORGANISTS.      By  J.  T.  Field.     2d. 

TME  PEDAL  ORGAN.  Its  History,  Design  and  Control. 
By  Thomas  Casson.  With  folding  Diagram.  Second 
Impression.     8vo,  cloth,  2s.  net  (paper,  Is.  net). 

THE  ORGAN  FIFTY  YEARS  HENCE.  A  Study  of  its 
Development  in  the  Light  of  its  Past  History  and 
Present  Tendencies.  By  Francis  Burgess,  F.S.A., 
Scot.     Svo,   Is.  net. 

"  All  organists  should  read  Mr.  Francis  Burgess'  lecture  on  '  The  Organ 
Fifty  Tears  Hence.'  We  have  every  sympathy  for  the  opinions  Mr. 
Burgess  expresses,  though  we  have  our  doubts  as  to  whether  the  un 
popularity  of  electric  action  is  not  fully  justified,  etc." — The  Church 
Union  Gazette. 

"  Gives  us  an  excellent  summary  of  what  has  been  and  is  being  done 
towards  improvement  in  organ  construction  and  tone,  and  his  criticiams 
are  always   sound   and   convincing."— (7/a«f70W7   Herald. 

THE  EARLY  ENGLISH  ORGAN  BUILDERS  and  their 
Works,  from  the  Fifteenth  Century  to  the  Period  of  the 
Great  Rebellion.  An  L^nwritten  Chapter  on  the  His- 
tory of  the  Organ.  By  Dr.  E.  F.  Rimbault.  Woli 
printed,  with  woodcuts.     Post  Svo,  cloth,  3s.  6d. 
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SOME  CONTINENTAL  ORGANS  (Ancient  and  Modern)  and 
their  Makers.  With  Specifications  of  many  of  the  fine 
Examples  in  Germany  and  Switzerland.  By  James  I. 
Wedgewood.     Post  8vo,  cloth,  2s.  net. 

Contains  specification  and  a  brief  critique  of  some  of  the  famous  old 
Continental  organs  as  they  exist  at  the  present  day.  Describes  also  several 
up-to-date  Continental  organs.  Amongst  other  organs  particulars  are 
given  of  those  at  Haarlem,  Cologne,  Aix-la-Chapelle,  Frankfurt,  Heidol- 
burg,  Ulm,  Stuttgart,  Einsiedeln,  Strassburg  and  Antwerp.  This  woi'k 
forms  a  valuable  supplement  to  Hopkins's  and  Rimbault's  great  treatise. 

"  llr.  Wedgewood  remarks  on  all  details  such  as  workmanship,  tnit^. 
peculiarities  of  mechanism,  cost,  etc.  We  thoroughly  recommend  the  bonk 
to  those  who  are  interested  in  organs." — Bazaar. 

MODERN  ORGAN  TUNING,  The  How  and  Why,  Clearly 
Explaining  the  Nature  of  the  Organ  Pipe  and  the 
System  of  Equal  Temperament,  together  with  an  His- 
toric Record  of  the  Evolution  of  the  Diatonic  Scale 
from  the  Greek  Tetrachord.  By  Hermann  Smith. 
Crown  8vo,  cloth,  3s.  6d. 

"  The  greatest  authority  on  acoustical  matters  connected  with  organ 
pipes  who  has  ever  lived,"  says  'Sir.  G.  A.  Audsley  of  Hermann  Smith 
in  his  "  Art  of  Organ  Building." 

'■'  Simple  non-technical  terras  set  out  with  an  attractiveness  and  lucidity 
I  have  never  seen  surpassed  the  history  of  the  evolution  of  the  diatonic 
scale  from  the  Greek  tetrachord  ....  by  no  means  intended  for  organ 
students  alone  ....  the  historical  explanations  add  to  the  fascination  of 
this  volume." — Daily  Telegraph. 

"  Recommended  to  the  notice  of  organists  with  the  fullest  confidence  that 
they  would  derive  both  pleasure  and  profit  from  its  -pems&X."— Scottish 
Guardian. 

A  SHORT  HISTORY  OF  THE  ORGAN,  ORGANISTS  AND 
SERVICES  OF  THE  CHAPEL  OF  ALLEYN'S  COL- 
LEGE,  Dulwich.  With  Extracts  from  the  Diary  of  the 
Founder,     By  W.   H     Stocks      Crown  8vo,  sewed,  Is. 

ANALYSIS     OF     MENDELSSOHN'S     ORGAN     WORKS.     A 

Study  of  their  Structural  Features.  For  the  Use  of 
Students.  By  Joseph  AV.  G.  Hathaway,  Mus.B.Oxon., 
127  Musical  Examples.  Portrait  and  Facsimiles.  Cr. 
8'vo,  hevelled  cloth,  4s.  6d. 

ORGANIST'S  QUARTERLY  JOURNAL  of  Original  Com- 
positions. Edited  by  Dr.  W.  Spark,  5s.  per  part.  New 
Series  Volume,  160  large  pages,  oblong  folio,  bound  in 
cloth,  18s. 
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RINK'S   PRACTICAL   ORGAN    SCHOOL:    A   New  Edition, 

Carefully  Revised.  The  Pedal  Part  printed  on  a  Separ- 
ate Staff,  and  the  Preface,  Remarks  and  Technical 
Terras  translated  from  the  German  expressly  for  this 
Edition  by  John  Hiles.  The  Six  Books  Complete,  hand- 
somely bound  in  red  cloth,  gilt  edges,  ob.  folio,  10s.  6d. 
net  (issued  at  20s.),  or  the  six  parts  7s.  6d.  net  (issued 
at  6s.  each),  parts  sold  separately. 

The  best  odition  ever  published  of  this  Grand  Classioal  work.  No  other 
edition  will  bear  comparison  with  it  for  care  and  skill  in  editing,  nor  for 
beauty  of  engraving  and  excellence  of  printing.  One  special  merit  of  this 
edition  is  that  the  bar  lines  arc  bold,  and  that  they  are  drawn  right  through 
the  Kcore,  instead  of  through  each  titafl,  as  was  the  custom  iu  days  gone  by. 
The  student  who  will  take  the  trouble  to  test  this  edition  against  any 
other,  will  at  once  perceive  the  advantage  he  gains  from  this  clear  and 
distinct  style  of  "  barring  "  ;  to  an  advanced  performer  the  matter  may  be 
perhaps  of  less  importance,  but  even  he  cannot  fail  to  appreciate  the  com- 
fort of  increased  legibility. 

As  a  royal  road  to  thorough  and  sound  Organ  Playing  in  all  styles,  there 
is  no  other  Scliool  whicli  will  bear  comparison  with  this:  a  Beginner 
can  follow  no  better  course  than  to  go  through  it  slowly. 

THE  ORGAN  PARTS  OF  MENDELSSOHN'S  ORATORIOS 
AND  OTHER  CHORAL  WORKS.  Analytically  Con- 
sidered. By  Oriando  A.  Mansfield,  Mus.Doc,  F.R.C.O. 
With  numerous  Musical  Examples.     Crown  8vo,  cloth, 

4s.  6d. 

HENRY    SMART'S    ORGAN    COMPOSITIONS    ANALYSED. 

By  J.  Beoadiiouse.     Crown  8vo,  bevelled  cloth,  2s.  6d. 

THE    INFLUENCE    OF    THE    ORGAN    IN    HISTORY.      By 

Dudley  Buck.  New  Edition  with  Illustrations.  Crown 
8vo,  cloth,  2s.  (or  paper.  Is.  net). 

CATECHISM  for  the  Harmonium  and  American  Organ.  By 
John  Hiles.     Post  8vo,  sewed,  Is. 

REFORM    IN    ORGAN    BUILDING.     By    Thomas    Cas.<^on. 

Crown  8vo,  sewed,  6d. 
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A  SYSTEM  OF  STUDY  OF  SCALES  AND  CHORDS.     Being 

Chapters  on  the  Elements  of  Pianoforte  Technique.     By 

B.     Vine     Westbrook,     F.Ii.C.O.       Illustrated     with 

numerous    Musical    Examples.     8vo,    cloth,    2s.    (paper 

covers,  Is,). 

The   supreme  importance,   the   absolute   necessity,   of   a   study   of   scales 

and  chords,   the   latter   in   the    form   of   arpeggio,   to   the   student   of   the 

pianoforte,    is   universally   admitted.     It    is   the   aim   of   the   writer   to   lay 

before  the  reader  the   simply  fundamental   rules  which  it  is  believed  will 

render  scales  and  chords  interesting  and  intelligible,  if  not  actually  easy. 

The  author  outlines   a   scheme  which   abolishes  the  drudgery  and  inspires 

the   pupil   with   an   enthusiasm    for   practice    and    formulates    a    method   or 

system   in  which  that  practice  may  be  carried  out. 

THE  ARTIST  AT  THE  PIANO.  Essays  on  the  Art  of  Musi- 
cal Interpretation.  By  George  Woodhouse.  8vo,  cloth, 
2s.  6d.  net  (or  paper  covers,  Is.  6d.  net). 

The  celebrated  pianist  Paderewski,  after  reading  the  manuscript  of  this 
stimulating  volume  wrote  :  "  The  booklet  is  quite  a  remarkable  work  and 
a  really  valuable  contribution  to  the  philosophy  of  pianistic  art." 

THE    ART    OF    TEACHING    PIANOFORTE    PLAYING.     A 

Systematised  Selection  of  Practical  Suggestions  for 
Young  Teachers  and  Students.  By  J.  Alfred  John- 
stone {author  of  '"'Piano  Touch,  Phrasing  and  Inter- 
pretation," "Modern  Tendencies  and  Old  Standards 
in  Musical  Art,"  etc.).     Thick  crown  8vo,  cloth,  os. 

Many  pianists  who  add  to  concert  playing  the  labours  of  a  teacher; 
many  young  students  about  to  enter  upon  the  duties  of  the  teaching 
profession  as  their  life's  labour;  and  indeed,  not  a  few  of  those  who  have 
spent  years  at  the  work  of  giving  lessons  in  pianoforte  playing,  fail  to 
achieve  the  success  their  abilities  deserve,  simply  for  the  lack  of  some 
clear,  systematic  practical  knowledge  of  the  art  of  teaching.  In  this 
volume  methods  are  suggested,  hints  are  offered,  principles  and  rules  are 
formulated,  courses  of  study  are  sketched  out ;  and  all  these  are  suffi- 
ciently general  and  varied  to  furnish  a  useful  guide  for  the  teacher 
without  circumscribing  his  individual  genius  or  running  any  risk  of 
stunting  his  development. 

"  Every  teacher  of  a  practical  mind  will,  of  course,  desire  to  possess  a 
work  of  this  kind."— T/ie  Music  Student. 

"  The  work  of  one  who  is  both  an  experienced  instructor  and  a  thorough 
musician." — Nottingham  Guardian. 

"  The  most   comprehensive   handbook    for    teachers   rhat   we   know  .  . 
the  chapter  on  finger  exercises  is  excellent."— TTie  Literary  World. 

"  To  read  this  book  thoroughly  is  to  a  pianist  a  liberal  education  .  .  . 
the  most  comprehensive  handbook  for  piano  professors  we  have  ever  met 
with."— Cheltenham  Examiner. 

PRACTICE  REGISTER  for  Pupil's  Daily  Practice.  A 
Specimen,  Id.  (or  Is.  per  100). 
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REEVES'  VAMPING  TUTOR.  Art  of  Extemporaneous  Ac- 
.  companiment,  or  Playing  by  Ear  on  the  Pianoforte, 
Rapidly  Enabling  anyone  having  an  Ear  for  Music  (with 
or  without  any  Knowledge  of  Musical  Notation)  to  Ac- 
company with  Equal  Facility  in  any  Key  with  Prac- 
tical Examples.  By  Francis  Taylor.  New  Edition, 
to  which  is  added  Instructions  for  Accompaniment 
with  Equal  Facility  in  every  Key  illustrated  by  Ex- 
amples.    Folio,  2s. 

REEVES'  THE  POPULAR  PIANOFORTE  TUTOR.  Instruc- 
tions, Scales,  Exercises,  Tunes,     Folio,  Is. 

PIANOFORTE  TEACHER'S  GUIDE.  By  L.  Plaidy.  Trans- 
lated by  Fanny  Raymond  Ritter.  Crown  8vo,  boards. 
Is. 

"  Evidently  Avritten  by  a  pianist  who  is  a  thoroug-h  master  of  his  instru- 
ment as  well  as  a  good  tea,GheT."—Edi(C(ttioiial  Tiinrs. 

"  Some  of  the  finest  pianists  of  the  day  owe  much  of  their  technical 
facility  to  Plaidy's  excellent  method."— Bazaar. 

THE  ART   OF  TUNING  THE  PIANOFORTE.     A  New  and 

Comprehensive  Treatise  to  enable  the  Musician  to  Tune 
his  Pianoforte  upon  the  System  founded  on  the  Theory 
of  Equal  TemiDerament.  By  Hermann  Smith.  ISLew 
Edition,  thoroughly  Revised.     Crown  8vo,  limp  c'oth,  2s. 

THE  DEPPE  FINGER  EXERCISES  for  Rapidly  Developing 
an  Artistic  Touch  in  Pianoforte  Playing,  Carefully  Ar- 
ranged,  Classified   and  Explained  by  Amy   Fay   (Pupil 
of  Tausig,   Kullak,   Liszt   and  Deppe).     Folio,   English 
Fingering,  Is.  6d.     (Continental  Fingering,  Is.  6d.). 
The  Musical  Times  says  :  ''  We  are  asked  by  a  well-known  pianist  to  say 
that  Herr  Emil  Sauer  was  trained  up  to  his  seventeenth  year  on  tlie  Deppe 
system   and  that   he   owes   his   wonderful   technique    almost   solely   to  that 
method Our  correspondent  adds  that  Herr  Sauer  speaks  as  enthusi- 
astically of  the  Deppe  methnd  as  did  ^Miss  Amy  Fay." 

PIANOFORTE  SCALES  IN  THIRDS  AND  SIXTHS  FOR 
EACH  HAND,  In  All  the  Major  and  Minor  Keys.  Fin- 
gered and  Arranged  by  M.  Rock.  Is.  6d.  net  (pub- 
lished at  4s.) 

PIANO  TEACHING.  Advice  to  Pupils  and  Young  Teachers. 
By  F.  Le  CorrrEY  (Prof,  in  the  Con.servatory  of  Music, 
Paris,  etc.).  Translated  from  the  Third  French  Edition 
by  M.  A.  BiERSTADT.     Post  8vo,  cloth,  2s. 

"  Well  worthy  of  perusal  both  by  young  teachers  and  pupils.  The  liook 
contains  sound  advice,  particularly  applicable  to  the  study  of  liinnnfortc 
playing."— W.  H.  Webbe  in  The  Pianist's  A.  B.  C. 
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TECHNICAL  STUDY  IN  THE  ART  OF  PIANOFORTE 
PLAYING    (Deppe's    Principles).     By    C.     A.     Ehren- 

FECHTER.  With  numerous  Illustrations.  Fourth  Edi- 
tion,    Crown  8vo,  bevelled  cloth,  2s.  6d. 

CONTENTS:  Position— Arm— Wrist— Fingers  ;  Touch  (Tone  Production); 
Legato ;  Equality  of  Tone ;  Tension  and  Contraction ;  Five  Finger  Exer- 
cises ;  Skips  ;  The  Scale  ;  Arpeggio  Chords  ;  Firm  Chords ;  High  Raising  of 
the  Arm  ;  Melody  and  its  Accompaniment ;  Connection  of  Firm  Chords ; 
The  Tremolo;  The  Shake  (Trill);  The  Pedal;  Fingering. 

WELL-KNOWN  PIANO  SOLOS.  How  to  Play  them  with 
Understanding,  Expression  and  Effect.  By  Charles 
W.  Wilkinson.  Three  Series.  Each  containing  26 
Articles  dealing  with  the  Works  of  Sinding,  Scarlatti, 
Paderowski,  Handel,  Rubinstein,  Scharwenka,  Schu- 
mann, Godard,  Delibes  and  other  Composers.  Crown 
8vo,  Is,  each  series. 

Contents  nf  the  First  Series :— Sinding,  Rustle  of  Spring.  Scarlatti, 
Pastorale  t-  Capriccio.  Padf.rewski,  Minuet  in  6.  Handkl,  Harmonious 
Blacksmith.  Rubinstein,  Melody  in  F.  Schahwfnka,  Polish  Dance. 
Schumann,  Nachtstiicke.  Godard,  Mazurka.  Delibes,  Pizzicati  from 
Sylvia.  Grifg.  Wedding  Day  at  Troldhangen.  Elgar,  Saint  d'.\mour. 
Paderewski,  Melodie.  Raff,  La  Fileuse.  Tchaikovskt,  Troika.  Godard, 
Berger  et  Bergeres.  Chamtnade,  Pierrette.  Moszkowski,  Etincelles. 
Paderewski,  Minuet  in  A  ilajor.  Grieg,  Norwegian  Bridal  Procession. 
Liszr,  Regata  Yeneziana.  Chaminade,  Automne.  iloszKowsKi,  Ser^nata. 
Lack,  Yalse  Arabesque.  Schumann,  Arabeske.  Chopin,  Etude  in  G  Flat. 
Durand,  First  Talse. 

The    Second    and   Third    Scries   contain    a    similar    varied    selection. 
^Draws  one's  attention  to  the  beauties  in  a  piece,  explains  difi&culties  here 
and  there,  draws  attention  to  a  pedal  effect  and  any  peculiarity  of  finger- 
ing,   and   generally   gives   all    the   information    a    professor    is   expected    to 
give  to   his  pupils. 

"  Described  in  detail  in  a  manner  to  be  understood  by  the  youngest 
student,  and  with  a  charm  that  must  ensure  the  popularity  of  the  book." 
—Ahprdeen   Daily  Journal. 

"  In  plain  language  free  from  technicalities  proffers  valuable  help  to  the 
budding   piano  soloist." — Leicester   Mail. 

DELIVERY  IN  THE  ART  OF  PIANOFORTE  PLAYING,  On 

Rhythm,  Measure,  Phrasing,  Tempo,  By  C,  A,  Ehren- 
FECHTER.  Second  Edition.  Crown  8vo,  bevelled  cloth, 
2s. 

"  Deals  with  i-hythm,  measure,  phrasing  and  tempo  as  applied  to  piano- 
forte playing  ....  explains  the  difference  between  the  fuhjectire  and 
objective  in  delivery  and  expresses  his  opinion  that  a  performance  of  the 
horn  artist  must  of  necessity  be  subjective,  while  tlie  wavering,  undecided 
and  uninspired  amateur  will  be  safest  in  giving  an  altogether  objective 
rendering.  The  section  with  reference  to  accent  is  particularly  good. 
There  arc  numerous  illustrations  from  the  works  of  the  masters." — W.  H. 
Wf.bbe  in  The  Pianist's  A.  B.  C. 
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PIANO  TOUCH,  PHRASING  AND  INTERPRETATION.     By 

J.  Alfred  Johnstone  (author  of  "The  Art  of  Teaching 
Piano  Playing,"  etc.)     Crown  8vo,  cloth,  3s.  6d. 

"  We  can  unreservedly  recommend  this  book  to  all  musical  people  who 
are  pianists." — Cheltenham  Examiner. 

"  This  is  a  book  of  rare  educational  excellence — the  work  of  an  expert 
of  acknowledged  standing  and  experience,  who  possesses  not  only  a  very 
complete  knowledge  of  his  subject,  but  also  the  faculty  of  expressing 
himself  in  clear  and  unmistakable  terms." — Aberdeen  Daily  Journal. 

HANDBOOK   TO    CHOPIN'S   WORKS.     Giving   a   Detailed 
Account    of    all    the    Compositions    of    Chopin.     Short 
Analyses   for   the    Piano    Student   and    Critical    Quota- 
tions    from     the     Writings     of     Weil-Known     Musical 
Authors.      By    G.     C.     Ashton    Jonson.      The    Whole 
Forming  a  Complete  Guide  for  Concert-Goers,  Pianists 
and   Pianola-Players,  also  a  Short  Biography,   Critical 
Bibliography  and   a  Chronological   List  of  Works,   etc. 
Crown  8vo,  cloth,  gilt  top,  6s. 
Will  be  found  equally  useful  and  helpful  to  concert  goers,   for  whom   it 
forms  a  permanent  analytical  programme,  to  pianists,  and  to  those  ama 
teurs  of   music  who   can    now,   owing   to  the   pianola,    pursue   for   the    first 
time    a    syetematic   and    eo  ordinatcd    study    of    Chopin's    works,    a    delight 
hitherto  denied  to  them  owing  to  their  inability  to  read  or  play  the  more 
difficult  compositions. 

"  Here  in  one  compact  volume,  is  all  that  it  is  necessary  to  know  about 
Chopin  and  his  works  except  by  the  leisured  enthusiast  •  *  *  Each  separ 
ate  opus  is  placed  in  its  proper  sequence,  and  attached  to  them  are  brief 
extracts,  again  from  very  n-any  writings,  together  with  Mr.  Ashton 
Jonson's  own  lucid  criticisn.s.  The  task  is  well  done ;  nothing  has  ap- 
parently been  left  our  that  ought  to  have  been  put  in,  and  never  once 
can  our  aHthor  be  accused  of  being  tedious.  The  book  should  be  greatly 
studied  by  &\\."— Daily  Chronicle. 
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ON  THE  MODAL  ACCOMPANIMENT  OF    PLAIN    CHANT. 

A  Practical  Treatise.  By  Edwin  Evans,  Senior, 
F.ILC.O.  Part  1,  Theoretical;  Part  11,  Practical 
School  of  Plain  Chant  Accompaniment,  consisting  of  210 
Exercises,  with  an  Appendix  of  Notes.  Crown  8vo, 
cloth,  3s.  6cl.  net. 

MODERN  CHORDS  EXPLAINED.  (The  Tonal  Scale  in 
Harmony.)  By  Arthur  G.  Potter.  "With  Musical  Ex- 
amples from  the  Works  of  C.  Debussy,  Richard  Strauss 
and  Granville  Bantock.  8vo,  limp  cloth,  Is.  (paper 
cover,  6d.  net). 

THE  HARMONISING  OF  MELODIES.  A  Text-Book  for 
Students  and  Beginners.  By  H.  C.  Banister.  Third 
Edition,  with  numerous  Musical  Examples.  Crown  8vo, 
limi)  cloth,  2s. 

EXERCISES  IN  VOCAL  SCORE  READING.  Collected  from 
the  Works  of  Orlando  di  Lasso,  Palestrina,  Vittoria, 
Barcroft,  Bedford,  Peter  Certon,  Byrd,  Gibbons,  Croft, 
Rogers,  Boyce,  etc.  For  Students  preparing  for  the 
R.C.O.  and  other  Examinations.  By  James  Lyon, 
Mus.Doc.   Oxon.     4to,  3s. 

Although  there  are  books  ou  vocal  score  reading  in  existence,  the  author 
has  found  the  exercises  contained  in  this  book — taken  from  the  works  of 
irriters  of  the  early  contrapuntal  school— oi  the  greatest  possible  value  in 
his  private  teaching,  and  he  ventures  to  think  that  students  preparing 
for  diplomas  where  vocal  score  reading  is  reqaiit-4,  will  welcome  such  a 
collection  as  this. 

EXERCISES  IN  FIGURED  BASS  AND  MELODY  HAR- 
MONIZATION.     By  James  Lyon,  Mus.Duc.     4to,  2s. 

EXAMPLES  OF  FOUR  PART  WRITING  FROM  FIGURED 
BASSES   AND    GIVEN    MELODIES.      By   James   Lyon, 

Mus.Doc.     4to,  4s. 

These  exercises  are  printed  in  open  score  so  as  to  be  of  use  in  score 
reading  tests.  This  volume  forms  a  key  to  "  Exercises  in  Figured  Bass  " 
by  the  same  author. 

THE  STUDENT'S  BOOK  OF  CHORDS.  By  Pascal  Need- 
ham.     Crown  8vo,  sewed,  6d. 

The  Author  says  : — A  very  large  number  of  music  students,  executive  and 
thforeticfil,  have  expressed  to  me  from  time  to  time  a  desire  for  a  oheap 
book,  in  which  the  chords  with  their  inversions  and  resolutions  are  briefly 
and  clearly  explained.    To  these  stndentn  T  dedicate  this  work. 

M 
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HOW  TO  COMPOSE.  A  Practical  Guide  to  the  Composi- 
tion of  all  Works  within  the  Lyric  Form,  and  which 
include  the  Valse,  Gavotte,  Mazurka,  Polonaise, 
March,  Minuet,  and  all  Ordinary  Dance  Forms;  as  also 
the  Nocturne,  Impromptu,  Berceuse.  Reverie  and 
Similar  Characteristic  Pieces.  By  Edwin  Evans, 
Senior,  F.B.C.O.  (author  of  "The  Relation  of  Tchai- 
kovsky to  Art-Questions  of  the  Day,"  "A  Handbook  to 
Brahms'  Works,"  "The  Modal  Accompaniment  to 
Plain  Chant,"  etc.).  With  60  Musical  Examples. 
Crown  8vo,  cloth,  2s.  6d.  (paper,  Is.  6d.  net). 

The  plan  adopted  is  that  of  gradually  developing  a  full  composition 
under  the  reader's  own  observation;  and  of  explaining  to  him  every 
feature  as  it  occurs  in  such  plain  terms  that  the  merest  average  musical 
knowledge  is  alone  required  for  its  comprehension. 

"  A  daring  subject  to  tackle,  and  one  that  in  most  cases  would  be 
better  left  alone.  We  must  confess  that  we  opened  the  book  feeling  very 
sceptical;  but  the  author — who  is  well  known  as  one  of  the  most  thought- 
ful of  cur  musical  litterateur,i—ha6  handled  his  subject  in  a  manner  that 
compels  our  admiration.  To  the  young  musician  who  feels  that  he  has 
something  to  say,  we  strongly  advise  the  immediate  purchase  of  this 
thoughtful  and  distinctly  practical  treatise.  It  will  save  him  from  that 
loose,  meandering,  formless  music  so  characteristic,  unfortunately,  of 
many  of  the  early  works  of  out  young  composers."— J.^e/-deert  Daily 
Journal. 

PRONOUNCING  DICTIONARY  OF  MUSICAL  TERMS.     By 

Dr.  Dudley  Buck.  Sixth  Edition,  with  the  Pronunciation 
of  each  Term  accurately  given.  Edited  and  Revised  by 
A.  Whittingham.     Crown  8vo,  cloth.  Is.  (paper,  Gd.) 

A  most  valuable  and  useful  little  book  to  all  musical  people.  The  method 
adopted  for  giving  the  correct  pronunciation  of  each  term  is  most  concise 
and  clear. 

HARMONY,   EASILY  AND   PROGRESSIVELY   ARRANGED. 

Presenting  in  a  Simple  Manner  the  Elementary  Ideas  as 
well  as  the  Introduction  to  the  Study  of  Harmony. 
With  about  300  Musical  Examples  and  Exercises.  By 
Paul  Colbe;rg.     Crown  8vo,  cloth,  2s.  (paper,  Is.) 

August  Wilhelmj  says:— "Thie  work  is  distinguished  by  brevity  and 
clearnegg      I  most  warmly  reeommeud  it." 

A  FIRST  BOOK  OF  MUSIC  FOR  BEGINNERS,  Embodying 
Recent  English  and  Continental  Teaching.  By  Alfred 
Whittingham.    Sixth  Thousand.    Crown  8vo,  sewed,  2d. 

The  two  principal  objects  kept  in  view  in  writing  this  little  book  were 
Thoroughness  of  Definition  and  Eeguhir  Order  in  the  arrangement  of  sub- 
jects. It  differs  from  all  other  similar  works  in  that  all  the  technical 
terms  in  music  are  introduced  in  the  answers  not  in  the  questions. 
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THE  RUDIMENTS  OE  GREGORIAN  MUSIC.     By  Francis 

Burgess,  F.S.A.,  Scot.     Crown  8vo,  6d. 

EXERCISES     ON     GENERAL     ELEMENTARY     MUSIC.     A 

Book   for   Beginners.     By  K.   Paige.     Fourth  Edition. 

Part    I.,    price    6d.     Part    II.,    jirice    Is.     Crown    8vo, 

sewed  (2  parts  complete  in  cloth,  2s.). 
CoxTKXTS  OF  Part  I  :  1.  Pitch.    2.  Length  of  Sounds.    3.  Time.    i.  Time 
and    Accent.     5.    Intervals.     C.    Scales.     7.    Transposition.     8.    Syncopation. 
[).  Signs  and  Abbreviations.     10.  Notation.     11.  Miscellaneous  Questions  and 
Exercises. 

Contexts  of  Part  II  :  1.  Triads.  2.  First  Inversion  of  a  Triad.  3.  Second 
Inversion  of  a  Triad.  4.  Dissonances.  5.  Suspensions.  G.  Sequences.  7. 
Cadences.     8.  Dominant  Sevenths,  etc. 

"  Wc  have  much  praise  not  only  for  the  general  arrangement  of  the  book, 
but  for  the  lucid  manner  in  which  the  cjuestions  are  put.  The  chapters  on 
Time  and  Accent  are  exceedingly  good,  and  there  are  some  useful  exercises 
to  accustom  the  pupil  to  transposition.  We  are  especially  pleased,  too, 
with  the  method  of  writing  incomplete  bars,  and  asking  the  pupil  to  supjjly 
the  missing  parts  with  rests ;  also  of  requiring  notes  to  be  changed  into 
rests  and  rests  into  notes."— Mtt-iical  Times. 

ELEMENTARY   MUSIC.  A   Book  for   Beginners.     By   Dr.. 

"Westbrook.     With  Quest:on.s     and     Vocal     Exercises. 

Thirteenth  Edition.  Crown  8vo,  cloth,  Is.  6d.   (paper, 
Is.) 

CoxTt.vTs  :  1.  The  Staff  and  its  Clefs.  2.  Notes  and  their  Rests.  3.  Bars 
and  Time.  -1.  Accidentals.  5.  Keys  and  Scales.  6.  Intervals.  7.  Musical 
Pitcli.  8.  Accent.  9.  Secondary  Signs.  10.  Ornaments  and  Groups  of 
Notes.  11.  Voices  and  Scores.  12.  Church  Modes.  13.  Italian  and  other 
Directions.    14.  Foreign  Note-Names.     15.  Questions.    16.  Vocal  Exercises. 

"  His  explanations  are  extremely  clear.  The  questions  at  the  end  will  be 
found  very  useful." — Musical  Times. 

"  This  little  primer  is  one  of  the  best  of  its  kind,  and  forms  an  admir- 
able course  of  preparation  for  the  local  examinations  in  music  ....  it 
ensures,  as  far  as  a  book  can,  an  intelligent  and  thorough  grasp  of  the 
elements  of  musical  knowledge.  The  questions  at  the  end  of  the  book  will 
be  found  invaluable  to  teachers." — Journal  of  Trinity  College,  London. 

HARMONY    AND    THE    CLASSIFICATION    OF    CHORDS. 

With  Questions  and  Exercises.     By  Dr.   J.   H.  Lewis. 
Vol.  I,  8\'0,  boards,  cloth  back,  os. 
— — — Ditto,  Vol.  II.     8vo,  boards,  cloth  back,  5s. 

COUNTERPOINT:  A  Simple  and  Intelligible  Treatise.  Con- 
taining the  most  Important  Rules  of  all  Text  Books,  in 
Catechetical  Form  (forming  an  Answer  to  the  Question 
''What  is  Counterpoints")  Intended  for  Beginners. 
By  A.  Livingstone  Hirst.  (Beeves'  Educational 
Series,  No.  6).     Crown  Bvo,  sewed,  9d. 
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HOW  TO  MEMORIZE  MUSIC.  By  C.  F.  Kenyon.  With 
numerous  Musical  Examples.  Crown  8vo,  cloth,  2s. 
(paper,  Is.) 

"  Mr.  Kenyoii  proves  himself  an  excellent  guide  ;  and  indeed  we  know  of 
no  other  work  devoted  to  the  subject  with  which  he  has  dealt  so  thoroughly 
and  so  successfully.' — Glasgow  Herald. 

"  Points  out  the  paramount  importance  of  being  able  to  play  from 
memory.  Many  useful  hints  arc  given  on  the  course  of  studA-  to  be 
adopted."— Jioyvi/z/f/  Post. 

'■  A  most  valuable  little  book  of  eight  chapters,  containing  valuable 
information  on  the  art  of  memorising,  with  many  illustrations." — Wcstrni 
MorniiKj  Ncuti. 

"  May  do  much  good  inducing  young  pianists  to  exert  their  brains 
together  with  their  fingers." — Yorkshire  Post. 

THE  ART  OF  MODULATION.  A  Handbook  showing  at  a 
Glance  the  Modulations  from  one  Key  to  any  Other  in 
the  Octave,  consisting  of  1,008  Modulations.  For  the 
Use  of  Organists  and  Musical  Directors.  Edited  by 
Carli  Zoeller.  Third  Edition.  Roy.  Bvo,  cloth,  4s. 
(paper,  2s.  6d.). 

HOW  TO  HARMONIZE  MELODIES.  With  Hints  on  Writ- 
ing for  Strings  and  Pianoforte  Accompaniments.  By 
J.  Henry  Bridger,  Mus.Bac.  With  Musical  Examples 
throughout.     Crown  Bvo,  cloth,  2s.  6d. 

HOW  TO  WRITE  MUSIC  IN  SHORTHAND.  For  Com- 
posers, Students  of  Harmony,  Counterpoint,  etc.,  can 
be  Written  very  Rapidly  and  is  more  Legible  than 
printed  Music,  with  Specimens  from  Bach,  Handel, 
Chopin,  Wagner,  Mendelssohn,  Spohr,  Mozart,  etc.  By 
Francis  Taylor.     14  pages,  12mo,  sewed,  6d. 

TRANSPOSITION  AT  SIGHT.  For  Students  of  the  Organ 
and  Pianoforte.  By  H.  Ernst  Nichol.  Fourth  Edition, 
with  numerous  Musical  Exercises.  Crown  8vo,  cloth, 
Is.  6d.  (paper.  Is.) 

There  is  no  need  to  dwell  upon  the  usefulness  or  even  the  necessity  of 
transposition  to  the  organist  or  the  accompanist  of  songs.  The  practice  of 
tiansposiug  upon  the  lines  here  laid  down  develops  the  "mental  car" 
quickens  the  musical  perception  and  gives  case  in  sight  reading;  as  it  is 
evident  that,  if  the  student  can  trausposc  at  sight,  he  Avili  not  have  mneli 
difficulty  in  merely  plai/infj  .-.t  sight.  The  .-uitlior  has  made  fr^e  upe  of  the 
tonic  sol-fa  as  well  as  the  old  notation  in  his  many  musical  examples. 
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MUSICAL  ANALYSIS.  A  Handbook  for  Students.  By 
H.  C.  Banister.  AVith  Musical  Illustrations.  Crown 
8vo,  limp  cloth,  2s. 

This  series  of  papers  has  not  been  intended  as  a  treatise  on  its  boundless 
subject ;  only  illustrative  of  the  way  in  which  students  may  go  to  work  in 
the  interesting  process  of  Analysis.  To  work  at  it  is  much  more  interesting 
and  improving  than  to  read  Analysis  already  made  for  them.  The  student 
should  look  out  for  beauties  even  of  the  simpler  kind,  as  well  as  endeavour 
to  solve  recondite  problems.  Try  and  eniny  tlie  landscape  and  not  merely 
map  out  the  country. 

THE  ART  OF  MODULATING.  A  Series  of  Papers  on  Modu- 
lating at  the  Pianoforte.  By  Henry  C.  Banister. 
With  62  Musical  Examples.     Crown  8vo,  limp  cloth,  2s. 

Moreover  in  writing  a  composition  there  is  time  to  think,  devise  and 
contrive  ;  but  that  which  is  the  subject  of  the  above  work  is  promptness, 
readiness  and  quick  thought  under  special  circumstances. 

THE  STUDENT'S  HELMHOLTZ.  Musical  Acoustics  or  the 
Phenomena  of  Sound  as  Connected  Avith  Music.  By 
John  Broadhouse.  With  more  than  100  Illustrations. 
Fourth  Edition.     CroAvn  8vo,  cloth,  7s.  6d. 

"  In  his  Preface  the  author  says  :  '  The  object  of  the  present  book  is  to 
give,  in  one  volume,  a  good  general  view  of  the  subject  to  those  who  can 
neither  spare  time  to  read,  nor  money  to  buy  a  number  of  large  and  ex- 
pensive works.'  A  perusal  of  the  book  justifies  us  in  asserting  that  this 
design  is  most  satisfactorily  carried  out ;  and  it  is  not  too  much  to  say 
that  although  the  plan  of  the  work  excludes  tiie  possibility  of  minutely 
dissecting  every  subject  treated  upon,  any  careful  reader  may  obtain  so 
clear  an  insight  into  the  principle  of  acoustics,  as  to  enable  him  not  only  to 
pass  an  examination  but  to  store  up  a  large  amount  of  general  knowledge 
upon  the  phenomena  of  sound." — Musical  Times. 

'•  '  The  Student '-s  Helmholtz  '  will  be  very  useful  to  many  musicians,  to 
whom  much  in  Helmholtz's  work  must  appear  obscure.  I  shall  recommend 
the  book  whenever  an  opjiortunity  offers  itself." — Dk.  Ritter. 

This  work  has  been  specially  designed  for  musical  students  preparinsr 
(or  examination. 
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THE  VIOLINIST'S  DICTIONARY.  Containing  nearly  2,000 
Vv'ords,  Phrases,  References,  etc.,  used  in  the  Study  of 
the  Violin  Fully  Explained.  By  Frederic  B.  Emery, 
M.A.  With  a  List  of  Important  Composers  of  Violin 
Music,  and  of  Old  Violin  Makers,  also  Rules  for  Pro- 
nouncing Foreign  Terms.     8vo,  cloth,  2s.  9d.  net. 

The  above  volume  should  appeal  to  all  those  who  love  their  violin  and 
v.-ho  wish  to  have  access  to  a  v/ork  of  this  kind  but  who  do  not  feel  justi- 
fied in  purchasing  a  volume  of  musical  terms  Avhose  references  are  as 
general  as  the  terms.  The  controlling  idea  in  preparing  this  work  has 
been  to  make  it  a  helpful  book  for  violinists.  Practically  all  the  words 
and  phrases  have  been  taken  directly  from  violin  music  after  an  exam- 
ination of  several  thousand  exercises,  solos  and  concert  pieces  of  all 
descriptions.  The  other  words  are  those  frequently  used  by  violinists 
and  are  found  in  titles,  dedicatory  notices,  etc.,  or  explain  points  of 
general   interest  to  the   violin    student. 

THE  VALUE  OF  OLD  VIOLINS.  By  E.  Polonaski.  Being 
a  List  of  the  Princii)al  Violin  Makers,  British,  Italian, 
French  and  German,  Vv^ith  Approximate  Valuations  of 
their  Instruments  and  Occasional  Notes  on  their  Var- 
nish. Facsimiles  of  Labels  and  Violins.  Crown  8vo, 
cloth,  2s.  6d.  net.  1912 

NOTES  ON  THE   CONSTRUCTION  OF  THE  VIOLIN.     By 

W.  B.  Coventry.     12mo,  sewed,  Is.  net. 

THE  VIOLIN  AND  OLD  VIOLIN  MAKERS.  Being  a  His- 
torical and-  Biographical  Account  of  the  Violin.  By 
A.  Mason  Clarke.  With  Facsimiles  of  Labels  used  by 
Old  Masters  and  illustrations  of  a  copy  of  a  Gasparo  da 
Salo.     Crown  8a'o,  cloth,  2s.  net  (paper,  Is.  net). 

TECHNICS  OF  VIOLIN  PLAYING.     By  Karl  Courvoister. 

With     Illustrations.     Tenth     Edition.     Cloth,     2s.     6d. 
(paper,  Is.) 

"  It  is  my  opinion  that  this  book  will  offer  material  aid  to  all  violin 
players." — Joachim. 

"  As  far  as  words,  aided  by  diagrams,  can  make  clear  so  practical  a 
subject  as  the  playing  of  a  musical  instrument,  this  little  book  leaves 
notliing  to  be  desired.  Tlie  author,  who  was  a  pupil  of  Joachim,  has 
treated  the  subject  in  a  most  thorougli  manner,  and  we  can  highly  rccoin- 
mend  his  little  book." — Educatioval  Times. 

FACTS   ABOUT   FIDDLES.     Violins  Old  and  x\ew.      By  J. 

Broadhouse.     Fourth  Edition.     Crown  8vo,  sewed,  Gd. 
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INFORMATION  FOR  PLAYERS,  Owners,  Dealers  and 
Makers  of  Bow  Instruments,  also  for  String  Manu- 
facturers. Taken  from  Personal  Experiences,  Studies 
and  Observations.  By  William  Hepworth.  With  Illus- 
trations of  Stainer  and  Guarnerius  Violins  and  Gauge 
of  Millimetres  and  Centimetres,  etc.  Crown  8vo,  cloth, 
2s.  6d. 

Contents  :  The  Pegs— Neck— Finger-board— Bridge— Tail-Piece— Saddle — 
Violin  Holder— Tail-pin— Bar — Sound-post— On  the  Stringing  of  Bow  Instru- 
ments in  General  Use— Strings— Rosin— Cleaning  of  the  Instrument  and  the 
Bridge — Bow — Violin  Case — Repairs — Preservation — Conclusion. 

STRADIVARIUS.     By  Fetis.     See  '-Biographical  Section.'' 

THE  HISTORY  OF  THE  VIOLIN  and  other  Instruments 
Played  on  with  the  Bow  from  the  Remotest  Times  to  the 
Present.  Also  an  Account  of  the  Principal  Makers. 
Coloured  Frontispiece  and  numerous  Illustration.s  and 
Cuts.  By  W.  Sandys,  F.,S'..i.,  and  S.  A.  Forster. 
Thick  8vo,  cloth,  7s.  6d.  net  (published  at  14s.). 

TREATISE  ON  THE  STRUCTURE  AND  PRESERVATION 
OF  THE  VIOLIN  and  all  other  Bow  Instruments.  To- 
gether with  an  Account  of  the  most  Celebrated  Makers 
and  of  the  Genuine  Characteristics  of  their  Instruments. 
By  J.  A.  Otto,  with  Additions  by  J.  Bishop.  With 
Diagrams  and  Plates.  Fourth  Edition,  further  En- 
larged.    Crown  8vo,  cloth,  3s. 

Contains  instructions  for  the  repair,  preservation  and  bringing  out  the 
tone  of  instruments  :  tracing  model  for  violin,  mutes  and  fiddle  holders  ; 
list  of  classical  works  for  stringed  instruments.  This  work  is  especially 
valuable  for  makers  of  violins. 

HOW    TO    PLAY    THE    FIDDLE.     For    Beginners    on    the 
Violin.     By  H.    W.    and   G.    Gressavell.     Eighth   Edi- 
tion.    Crown  8vo,  cloth,  2s.  (paj^er.  Is.) 
.loACHiM  savs  :   "  Contains  many  useful  hints  about  violin  playing." 

VIOLIN  MANUFACTURE  IN  ITALY  and  its  German  Origin. 
By  Dr.  E.  Schebek.  Translated  by  W.  E.  Lawson. 
Second  Edition.     Square  12mo,  cloth,  2s.  (paper,  Is.) 

BIOGRAPHICAL  DICTIONARY  OF  FIDDLERS.  See  "Bio- 
graphical Section.'- 

HOW  TO  REPAIR  VIOLINS  and  other  Musical  Instruments. 
By  Alfred  F.  Common.  With  Diagrams.  Crown  8vo, 
cloth,  2s.  (paper.  Is.) 
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THE  VIOLIN,  Its  History  and  Construction.  Illustrated 
and  Described  from  all  Sources.  Together  with  a  List 
of  Tyrolese  and  Italian  Makers.  With  29  Illustrations 
and  Folding  Examples  of  the  First  Music  issued  for  the 
Lute,  Viol  and  Voice.     From  the  German  of  Abele  and 

NiEDERHEITMANN.       By    JOHN    BrOADHOUSE.       CrOWU    8vO, 

cloth,  2s. 

"  The  learned  and  instructive  treatise  of  Abele,  skilfully  rendered  by 
J.  Broadhouse  and  supplemented  by  a  version  of  Niederheitmann's  list  of 
Italian  and  Tyrolese  violin  makers,  a  compilation  invaluable  to  collectors 
and  connoisseurs  of  rare  fiddles  ....  a  work  -which  forms  a  noteworthy 
addition  to  the  small  number  of  English  books  upon  this  interesting  sub- 
ject."—jScotswan. 

HOW  TO  MAKE  A  VIOLIN,  Practically  Treated.  By  J. 
Broadhouse.  New  and  Revised  Edition.  With  47  Il- 
lustrations and  Folding  Plates  and  many  Diagrams, 
Figures,  etc.     Crown  8vo,  bevelled  cloth,  3s.  6d. 

Contents:  Introduction— The  Ports  of  tJie  Violin— On  the  Selection  of 
Wood^The  Tools  Required — The  ]\rodels — The  Mould— The  Side-pieces  and 
Side  Linings— The  Back— Of  the  Belly— The  Thickness  of  the  Back  and 
Belly— The  Bass  Bar— The  Purfling— The  Neck— The  Finger-board- The 
Nut  and  String  Guard— Tarnishing  and  Polishing— Tarnishes  and  Colour- 
ing flatter- The  Tarnish— A  Mathematical  Method  of  Constructing  the 
Outline — The  Remaining  Accessories  of  the  Tiolin. 

This  new  edition  has  had  the  advantage  of  being  revised  throughout  by 
a  oclebratod  violin  maker. 

THE  VIOLIN  AND  STRING  WORLD  Monthly  Supplement 
to  "The  Musical  Standard."  With  Portraits,  See 
Musical  Standard,  page  15. 

SKETCHES  OF  GREAT  VIOLINISTS  AND  GREAT 
PIANISTS.     Sec  ''Biographical  Section." 

THE  ART  OF  HOLDING  THE  VIOLIN  AND  BOW  AS  EX- 
EMPLIFIED  BY  OLE  BULL.  His  Pose  and  Method 
proved  to  be  based  on  true  Anatomical  Principles.  By 
A.  B.  Crosby,  M.D.,  Professor  of  Anatoviy.  Por- 
trait, Diagrams  and  Illustrations.  8vo,  cloth,  2s. 
(paper,   Is.) 

Included  in  the  above  are  some  interesting  recollections  and  anecdotes 
of  0!e  Bull. 
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A  CHAT  WITH  CHORAL  SINGERS.  By  H.  W.  SiAiuiow, 
A.Ii.C.O.     8vOj  paper  cover,  4d. 

C'ONTKMS  :  Reacliug-  Music— Tone  Production— Breathing— Pliiasiny— 
Expression — Enunciation — Blend  of  Voices — Tone.  Attack,  Release — Care 
of  the  Voice — Suggestions. 

HOW  TO  ATTAIN  THE  SINGING  VOICE,  or  Singing  Shorn 
of  its  Mysteries.  A  Popular  Handbook  for  those  desir- 
ous of  winning  Success  as  Singers  in  Public  and  Private 
Life.  By  A.  Richards  Broad.  Crown  8vo,  cloth,  2s.  net 
(paper  covers,  Is.  net). 

"  An  immensely  interesting  book  that  has  every  right  to  be  classed 
among  those  that  are  genuinely  useful,  and  it  should  be  prized  by  all 
vocalists  from  the  highest  to  the  lowest  ....  short  essays,  brief  and  to 
the  point,  on  the  varied  phases  of  the  singing  voice  ;  there  is  none  of  the 
superfluous  literary  padding  about  it  ....  is  earnestly  recommended  to 
all  as  being  a  most  exhaustive  treatise  in  concise  form  of  the  art,  and  we 
trust  that  it  may  reap  what  it  deserves,  by  running  into  many  editions." 
—The  Musical  Obserier.- 

A  correspondent  writes  to  the  author  :  "  I  have  read  and  re-read  your 
little  booklet  with  much  interest  and  attention,  and  think  that  this  book 
should  be  in  the  hands  of  everyone  having  a  real  interest  in  singing.  It 
is  the  best  investment  I  have  made,  and  although  it  has  dispelled  many 
illusions,  I  wish  to  thank  you  right  heartily  for  having  placed  such  an 
excellent   work  at  the   disposal  of  the   public." 

VOCAL  SCIENCE  AND  ART.  Being  Hints  on  the  Produc- 
tion of  Musical  Tone.  By  the  PvEv.  Chas.  Gib.  The 
Boy's  Voice,  Muscular  Relaxation,  The  Art  of  Deep 
Breathing,  Elocution  for  Ordination  Candidates.  With 
Numerous  illustrations,  together  with  an  Introduction, 
Notes  and  Diagrams  by  J.  F.  Halls  Dally,  M.A., 
M.D.,  B.C.  Cantah.,  M.li.C.F.  Lond.,  etc.  Dedicated 
by  Kind  Permission  to  the  Right  Rev.  the  Lord  Bishop 
of  London.     Crown  8vo,  cloth,  3s.  6d. 

THE  THROAT  IN  ITS  RELATION  TO  SINGING.     A  Series 

of  Popular  Papers.     By  Whitfield  Ward,  A.M.,  M.D. 
With  Illustrations.     Crown  8vo,  cloth,  2s.  (paper.  Is.). 

Contents  :  Anatomical  Structure  of  the  Throat ;  What  we  see  with  the 
Laryngoscope ;  How  we  Sing ;  How  we  Breathe ;  How  to  take  Care  of  the 
7oioe ;  Hints  to  Voice  Builders;  How  the  Voice  is  Destroyed;  Common 
Throat  Afleotions  of  Singers,  together  with  their  Treatment,  etc. 

TWELVE  LESSONS  ON  BREATHING  AND  BREATH  CON- 
TROL.  For  Singers,  Speakers  and  Teachers.  By 
Geo.  E.  Thorp.     Crown  8vo,  limp  cloth,  Is. 
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OBSERVATIONS  ON  THE  FLORID  SONG.  Or  Sentiments 
on  the  Ancient  and  Modern  Singers.  By  P.  F.  Tosi. 
Translated  by  Mr.  Galliard.  With  folding  Musical 
Examples.  184  pages.  A  Reprint  of  this  Celebrated 
Book,  first  published  in  1743.  Crown  8vo,  boards  v/ith 
vellum-like  back,  5s.  net  (pub.  10s.) 
Recommended  to  all  students  of  the  Italian  method  of  singing  by  the  late 
Charles  Lunn. 

"  The  readers  of  '  The  Etude  '  have  frequently  been  treated  to  quotations 
from  this  remarkable  work.  To  the  teacher  and 'student  of  singing  it  has 
a  peculiar  message.  It  stands  for  all  that  is  sound  and  final  in  the  phil- 
osophy of  singing  and  shows  that  the  {esthetics  and  morals  of  the  art  arc 
changeless.  Those  who  need  a  healthful  mental  stimulus  should  read  this 
reprint  of  a  work  that  represents  the  best  thought  and  practice  of  the  old 
Italian  singers  and  singing  masters."— T/ic  Etude. 

"  It  is  a  practical  treatise  on  singing  in  which  the  aged  teacher  cm- 
bodies  his  own  experience  and  that  of  his  contemporaries  at  a  time  when 
the  art  was  probably  more  thoroughly  taught  than  it  has  ever  been  since. 
Many  of  its  remarks  would  still  be  highly  useful." — Grove's  Dictionary  of 
Music  and  Musician?. 

RUDIMENTS  OE  VOCAL  MUSIC.  With  42  Preparatory 
Exercises,  Rounds  and  Songs  in  the  Treble  Clef.  By 
T.  Mee  Pattison.    Second  Edition.    Post  8vo,  sewed,  2d. 

CATECHISM  OF  PART  SINGING.  And  the  Choral  Services. 
By  .John  IIiles.  Third  Edition.  Thick  post  8vo, 
sewed,  Is. 

Advice  to  singers  on  every  jioint  of  interest  in  references  to  the  vocal 
organs. 

TWENTY  LESSONS  ON  THE  DEVELOPMENT  OF  THE 
VOICE.  For  Singers,  Speakers  and  Teachers.  By 
Geo.  E.  TnoRr.     Crown  8vo,  limp  cloth,  Is. 

51  r.  Thorp's  two  books  have  from  time  to  time  been  recommended  by 
various  eminent  vocal  specialists  as  giving  practical  aid  and  advice  for  the 
training,  care  and  development  of  the  voice.  They  are  free  from  any 
biased  "system"  or  "discovery." 

TREATISE  ON  THE  TRAINING  OF  BOYS'  VOICES.  With 
Examples  and  Exercises  and  Chapters  on  Choir-Organ- 
ization. Compiled  for  the  Use  of  Choirmasters.  By 
George  T.  Fleming.     Crown  8vo,  cloth,  2s. 

GRADUATED  COURSE  OF  EXERCISES  FOR  BOY  CHOR- 
ISTERS.  With  Pianoforte  Accompaniment.  For  Use 
in  Conjunction  with  Above.  By  G.  T.  Fleming.  4to, 
album,  sewed,  Is. 

■ Ditto,  Boy's  Voice  Part  only,  6d. 
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50  MUSICAL  HINTS  TO  CLERGYMEN.  Management  of 
Breath,  Classification  of  Male  Voices,  Management  of 
the  Voice,  The  Service.  With  Twenty  specially  written 
Exercises.     By  Gso.  F.  Ghover.     Crown  8vo,  sewed,  Is. 

SOME  FAMOUS  SONGS.  An  Art  Historical  Sketch.  By 
F.  R.  Bitter.     8vo,  sewed,  Is. 

HOW  TO  MANAGE  A  CHORAL  SOCIETY.  By  X.  Kilbuiin, 
Mus.Bac.  Third  Edition,  Revised.  Crown  Svo,  seAved, 
6d. 

HOW    TO    SING    AN    ENGLISH    BALLAD.      By    E.    PuiLr. 

Seventh  Edition,     Crown  Svo,  sewed,  6d. 
"  It  -vvoulcl  be  difficult  to  find  a  casket  of  brighter  gems  tlian  those  -which 
lie  within  the  cover  of  this  little  work." — Illustrated  Loudon  Xeus. 

PHYSICAL  DEVELOPMENT  IN  RELATION  TO  PERFECT 
VOICE  PRODUCTION.  By  H.  Travers  x^dams,  B.A. 
Svo,  sewed,  2s.  net. 

This  work  is  eepeciallv  intended  for  students  and  is  divided  into  sections, 
euch  as  Vibration,  Breaks  and  Registers,  The  Speaking  Voice,  Attack, 
Practical  Application,  Breathing,  Inspiration,  Final  Exercise  in  Inspira 
tion,  Exfiiration,  Active  or  Forced  Inspiration,  Completion  of  Breathing, 
rraitice  of  Sounds.   Placing,   Classification  of  Voices. 

VOICE  PRODUCTION   AND  VOWEL   ENUNCIATION.     By 

F.    F.    ZvIewburn     Levien.      Diagrams    by    Arthur    C, 
Behrend.     Post  Hxo,  scwedj  (id. 

VOCAL    EXERCISES    FOR    CHOIRS   AND    SCHOOLS.      By 

Dr.  Westbuook.     Post  Svo,  sewed.  2d. 
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OPERA  AND  DRAMA.  By  Richard  Wagner.  Translated 
by  P:dwin  Evans,  Senior,  F.B.C.O.  Vol.  I.:  Part 
I.  Opera  and  the  Essence  of  Music.  Part  II.  The 
Stage-Play  and  Dramatical  Poetic  Art  in  the  Abstract. 
Vol.  II.  :  Part  III.  Poetry  and  IMusic  in  the  Drama 
of  the  Future.  The  Three  Parts  in  2  vols.  Portrait. 
Crown  8vo,  cloth,  10s.  net. 

The  value  of  the  study  of  Wagner's  prose  writing-  as  aii  education  to 
the  musical  student  cannot  be  overestimated  and  amongst  these  prose 
writings  "  Opei'a  and  Drama  "  may  be  considered  his  principal  critical 
and  theoretical  production.  Without  a  study  of  its  contents  no  true  and 
lasting  understanding  of  opera  can  be  arrived  at.  Wagner's  somewhat 
lieavj-  and  Teutonic  style  in  tlie  original  has  been  admirably  Englished 
bj'  Edwin  Evans,  and  Wagner  students  will  feel  they  owe  him  a  full  debt 
of  gratitude  for  so  clear  and  expository  a  translation  which  has  now  been 
placed  within  their  reach !  This  pleasure  is  added  to  by  the  setting  of 
the  text  which  has  been  arranged  in  numbered  paragraphs,  each  witii  a 
sub-heading  denoting  the  subject  dealt  with.  A  copious  index  makes 
possible  an  easj'  and  quick  reference  to  any  of  these  paragraphs  aiul  the 
whole  thus  gains  in  attractiveness  and  loses  the  heavy  and  discouraging 
appearance  of  the  original. 

Wagner  writing  to  his   friend   Uhlig   said  : 

"Here  you  have  my  te-itament:  I  may  as  uell  die  now — uinitliiiiij 
further  that  I  could  do  seems  to  me  a  useless  i^'iece  of  luxury." 

Ebxest  Newmax  in  "  A  Study  of  Wagner  "  writes :  "  Although  there 
appears  here  and  there  in  his  prose-Avork  something  of  the  vast  synthetic 
power  of  his  musical  imagination — such  a  work  as  '  Opera  and  Drama,' 
for  instance,  finally  compelling  our  admiration  for  its  tenacity  of  pur- 
pose and  the  breadth  of  vision  that  sweeps  so  far  before  and  after." 

JUDAISM  IN  MUSIC.  Being  the  Original  Essay  together 
with  the  Later  Supplement.  By  Richard  Wagner. 
Translated  from  the  German  (Das  Judenthum  in  der 
Musik)  and  Furnished  with  Explanatory  Notes  and  In- 
troduction. By  E.  Evans,  Senior.  Crown  8vo,  cloth, 
3s.  6d. 

"  It  at  last  becomes  possible  calmly  to  seek  to  draw  from  this  essay 
those  valuable  lessons  relating  to  art-culture  which  are  therein  contained, 
not  in  that  aspect  of  the  main  subject  by  which  Wagner  was  most  ex- 
cited or  his  adversaries  most  offended,  but  in  those  subsidiary  references 
and  explanations  by  means  of  which  he  then  thought  merely  to  support 
his  case  but  to  which  time  has  given  a  greater  value  than  to  the  case 
itself.  The  noise  and  disturbance  created  by  the  publication  of  the  above 
work  drew  public  attention  for  the  first  time  to  Wagner's  prose  writings 
and  created  a  demand  which  has  continued  e^er  since." 

"  This  '  human  document '  shows  Wagner  in  a  peculiarly  personal  light, 
and  as  such  it  will  be  read  with  interest  by  those  who  believe  that  the 
composer  of  the  '  Ring  '  never  wrote  anything  which  is  not  worth  reading." 
—The  Scotsman. 
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THREE  IMPRESSIONS  OF  BAYREUTH.  The  TJUS  aud 
Previous  Wagner  Festivals.  By  Rose  Koenig.  With 
Two  Facsimile  Programmes.  Crown  8vo,  cloth,  2s.  net 
(paper,  Is.   net). 

"  Entertaining  and  agreeable  reading,  as  recording  the  impressions  of  a 
maaical  and  susceptible  hearer."— Vorkshire  Post. 

HOW  TO  UNDERSTAND  WAGNERS  RING  OF  THE 
NIBELUNG."  Being  the  Story  and  a  Descriptive  Ana- 
lysis of  the  ••  Rheingold,"  the  '-Valkyr,"  '-'Siegfried" 
and  the  "  Dusk  of  the  Gods."  With  a  number  of  Musi- 
cal Examples.  By  Gustave  Kobbe.  Sixth  Edition. 
Post  8vo,  bevelled  cloth,  gilt  top,  3s.  6d. 

To  be  appreciated  in  the  s  nallest  way  Wagner  must  be  studied  io 
adrance. 

"  Description  and  analysis  go  hand  in  hand  with  the  narration  of  tlie 
story.  Musical  examples  are  given  as  aids  to  the  identification  of  the 
leading  motives  and  an  index  makes  it  easy  for  any  reader  to  turn  up 
any   particular   motive   instantly." — Yurksliire   Observer. 

"  Such  a  compact  handbook  is  almost  indispensable  to  a  real  under- 
standing of  the  mythology  and  the  musical  motives  which  have  been 
blended  into  so  superb  a  creation  by  Wagner." — Halifax  Gnarditni. 

WAGNER.  "  Der  Ring  des  Nibelungen."  Being  the  Story 
concisely  told  of  "Das  Rheingold,"  '"Die  Walkiire," 
"Siegfried"  and  "  Gotterdammerung."  By  N.  Kil- 
BURN.     Crown  8vo,  sewed,  9d.  net. 

BEETHOVEN.  By  Richard  Wagner.  With  a  Supplement 
from  the  Philosophical  Works  of  Schopenhauer.  Trans- 
lated by  Edward  Dannreuther.  Third  Edition.  Crown 
Svo,  cloth,  6s. 

"  This  work  contains  his  contributions  towards  the  metaphysics  of 
music,  if,  indeed,  such  can  be  said  to  exist.  Apart,  however,  from  metn- 
physics  the  work  is  an  exposition  of  Wagner's  thoughts  on  the  signific- 
ance  of   Beethoven's  music."— Grotc'?   Dietionanj. 

WAGNER.  A  Sketch  of  his  Life  and  Works.  By  N.  Kil- 
BURN.     Sewed,  6d. 

WAGNER'S  "PARSIFAL."  And  the  Bayreuth  Fest-Spiel- 
hau9.     By  N.  Kilburn.     Crown  Svo,  sewed,  6d. 

BAYREUTH  AND  MUNICH.  A  Travelling  Record  of  Ger- 
man Operatic  Art.  By  Vernon  Blackburn.  Crown 
Svo,  stiff  boards,  Is.  net. 

1.  The  Philosophy  of  "  Parsifal."  2.  Back  to  a  busy  World.  3.  Municfc 
the  Moderate.  4.  "  Die  Zauberflote."  5.  Wagner  plus  Moiart.  C.  A 
Digression.    7.  Back  to  Bayreuth.    8.  Finally  Munich  :    from  Two  Aspects. 
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ON  CONDUCTING.  By  Richard  Wagner.  Translated  by 
Edward  Dannreuther.  Second  Edition.  Crown  8vo, 
cloth,  5s. 

"  One  of  the  finest  of  liis  minor  publications,  and  to  the  professional 
musician,  perhaps  the  most  instructive,  giving  his  views  as  to  the  true 
way  of  rendering  classical  music,  with  numerous  directions  how  to  do  it, 
and  how  not  to  do  it,  together  with  many  examples  in  musical  type  from 
the  instrumental  works  of  Beethoven,  Weber,  lilozart,  etc."— Grove's 
Dictionary. 

WAGNER.    See  "  Makers  of  Music."    ("  Biographical  "  Sect.) 
„  See  "  Mezzotints  in  Modern  Music."    (Esthetics, 

etc.,  Section.) 
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MANUSCRIPT  MUSIC  PAPER. 

(a)     12   Staves.     Roy.  8vo  (10  by  6^).     Ruled  even,  5 

quires  (120  sheets),  the  lot  2s.  6d. 

This  is  pre  eminentiy  the  Musical  Students'  Paper,  as  it  is  light,   port 

able,  smooth  and  easy   to   write  uiion ;   each    sheet,   too,   will   hold  a   large 

quantity    of    matter.     There    is    no    paper    better    suited    for    Exercises    on 

Counterpoint  and  Harmony. 

(h)     12    Staves.     Oblong    folio    (14    by    10).     Ruled    in 
groups  of  3  Staves  for  Organ  Music.     5  quires 
(120  sheets),  the  lot  5s. 
The   paper   is   of  the  same  size  as  ordinary   oblong   folio,   Organ   Music. 
e.g..  Best's  Arrangements,  etc. 

(c)  12  Staves.     Folio  music  size  ruled  in  threes  (10  by 

14).     5  quires  (120  sheets),  the  lot,  5s. 
Exactly  the  same  in  size  as  ordinary  folio  printed  music  so  that  upon  it 
Songs  or  Organ  Pieces  may  be  written  just  as  they  are  to  be  printed.     It 
is  a  very  useful  paper,  as  Manuscript  music  written  on  it  can  be  bound 
with  Printed  Music. 

(d)  12  Staves.     Quarto  size  (11|  by  9J).     5  quires  (120 

sheets),  the  lot,  3s.  6d. 

(e)  12  Staves.     Oblong  quarto   (9i   by  llf).     5  quires 

(120  sheets),  the  lot  3s.  6d. 

(f)  12  Staves.     Folio  music  size,  ruled  even  (10  by  14). 

5  quires  (120  sheets),  the  lot  5s. 
((j)     24  Staves.     Folio  music  size,  full  score  (10  by  14). 

5  quires  (120  sheets),  the  lot  os. 
(h)     14  Staves.     Quarto  size  (llf  by  9i).     5  quires  (120 

sheets),  the  lot  3s.  6d. 

MANUSCRIPT  MUSIC  BOOKS.  Quarto  size,  6d. ;  Octavo 
size,  6d.  and  3d. ;  Brass  Band  book,  3d. ;  Exercise  book, 
oblong,  4d. 

CHOIR  ATTENDANCE  REGISTER. 

No.  1.  Ruled  for  a  Choir  of  20  or  less  for  One  Year, 
beginning  at  any  date.     Is.  6d.  7ief. 

No.  2.  Ruled  for  a  Choir  of  40  or  less,  for  One  Year, 
beginning  at  any  date.     2s.  net. 

No.  3.  Ruled  for  a  Choir  of  60  or  less,  for  One  Year, 
beginning  at  any  date.     2s.  6d.  net. 

CHOIR  LISTS  FOR  SUNDAY  SERVICES. 

No.l.  Morn,  and  Even,  Printed  in  Red.  Is.  4d.  per  100. 
No.  2.  Morn.,  Aft.  &  Even.  Printed  in  Red.   Is.  6d.  per  100. 
No.  3.  Morn.  &  Even.  Printed  Red  &  Black.  Is.  8d.  per  100. 
No.  4.  Morn,  and  Even.  Printed  in  Red.  Is.  4d.  per  100. 
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4  MASONIC  MUSICAL  SERVICE  BOOK  FOR  THE  THREE 

DEGREES    OF    CRAFT    FREEMASONRY.      The    Whole 

Compiled  and  Edited  by  T.  J.  Linekar  (of  St.  TriUo, 

2569).     Royal  8vo,  blue  cloth,  limp,  2s.  Gd.  net  (or  paper 

covers,  Is.  6d.  net). 

The  Freemason  says  :  '*  It  contains  all  that  is  necessary  for  the  degrees 
in  the  way  of  Psalms,  Hymns,  Kyries,  etc." 

The  First  Music  Printed  from  Engraved  Plates  in 
England. 

PARTHENIA  Or  the  First  Musick  ever  Printed  for  the  Vir- 
ginals. Composed  by  three  famous  Masters,  William 
Byrd,  Dr.  John  Bcll  and  Orlando  Gibbons.  Trans- 
lated into  Modern  Notation  and  Edited  by  E.  F.  Rim- 
bault,  LL.D.,  F.S.A.  With  Fac-similes  of  the  original 
Engraved  Title,  showing  a  Lady  playing  the  Virginals, 
a  page  of  the  Music,  and  the  Curious  and  Interesting 
Dedication.  Followed  by  the  whole  of  the  Music 
arranged  for  Playing  on  the  Piano  in  the  Modern  Nota- 
tion this  forming  a  further  50  pages.  Together  with  an 
account  of  the  Virginals,  Method  of  Playing,  Early 
References,  etc.  By  Dr.  Rimbault.  This  Reprint 
limited  to  250  copies  only.  Folio,  gilt  top,  rough  edges, 
imitation  old  boards,  cloth  back  lettered.  To  Subscribers, 
12s.  6d.  (pub.  2l3.) 

The  Virginal  or  Virginals  f/om  Henry  the  Seventh's  time  to  nearly  the 
flose  of  the  17th  century,  included  all  quilled  Keyboard  instruments,  the 
Harpsichord,  Spinet,  etc.  Henry  the  Eight,  according  to  a  contemporary, 
played  well  on  Ihe  Virginals.  Queen  Mary  is  said  to  have  equalled  if  not 
surpassed  Queen  Elizabeth  in  music  playing,  the  Kegals  and  Lute  as  well 
as  the  Virginals.  The  first  music  for  this  tribe  of  instruments— including 
the  Harpsichord— was  the  "  Parthenia."  It  consists  principally  of 
".pavans  and  "  .Galliards,"  in  common  use  for  dancing  purposes  in  Queen 
Elizabeth's  time,  "  Preludiums,"  "  Fantazia  of  Foure  Parts,"  etc. 

RATIONAL  ACCOMPANIMENT  TO  THE  PSALMS.     By  F. 

Gilbert  Webb.     Post  8vo,  6d. 

MINIATURE  VOCAL  SCORES  OF  THE  ORATORIOS,  with 
Pianoforte    Accompaniment,     Beautifully    and    Clearly 
Printed,  Gem  Pocket  Editions,  bound  in  limp  red  cloth, 
volumes  as  follows,  Is.  each : 
Creation.         Messiah.         Elijah.         St.  Paul. 
Hymn  of  Praise  and  Hear  My  Prayer  (in  one  volume) 
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504  OLD  WELSH  AIRS.     The  Lays  of  My  Land.    AlawoB  Fy 

Ngwlad.     Collected     by     N.     Bennett.     Arranged     for 

the    Pianoforte    or    Harp    by    D.    E.    Evans.     With   12 

Portraits  of  the  old  Welsh  Harpers,  and  a  short  Account 

of  their   Lires.     Together  with  an  Essay  on   Pennilion 

Singing.     Portraits  of  10  Celebrated  Pennilion  Singers. 

198  pages,  the  original  two  volumes  bound  in  one  vol., 

folio,  cioth  gilt,  lettered  123.  6d.  net. 

The   above   is   the   largest   collection   of   Weiah   Airs    ever   published   and 

includes  some  of  the  oldest  Cambrian  melodies  extant,  and  contains  in  the 

one  volume   the  original  publication  to  subscribers   issued   in  two  volumes 

at  £'2   2s.     Notwithstanding   the   collections   of   Parry,    Jones,    Thomas    and 

others,     hundreds     of    old     Cambrian     melodies    still     remained     scattered 

throughout  the  country   in   manuscripts,   or   were   retained   in   the   memory 

of   harpists,    Pennilion    singers    and    others   who   loved    and    cherished    the 

folk-songs  of  the  past. 

To  collect  some  of  these  treasures,  and  rescue  them  from  inevitable 
oblivion,  says  the  compiler,  has  been  to  me  a  labour  of  love  for  more 
than  half  a  century  *  *  I  secured  many  an  old  air  of  exquisite  beauty 
from  some  venerable  harpist,  or  aged  Pennilion  singer  tottering  on  the 
brink   of   the   grave. 

ENGLISH    GLEE  AND   MADRIGAL   WRITERS.     By  W.   A. 

Barrett.     8vo,  cloth,  2s.  6d. 

"  ^fr.  Barrett  is  highly  to  be  commended,  no  less  for  the  vast  amount  of 
reliable  information  which  he  has  collated  upon  the  subject  in  hand,  than 
for  the  concise  manner  in  which,  for  the  benefit  of  the  reader,  he  has  com- 
pressed it  into  a  small  space."— J/o«^'</^/  Musical  Record. 

NATIONAL  SCHOOL  OF  OPERA  IN  ENGLAND.  Being 
the  Substance  of  a  Paper  read  before  the  Licentiates  of 
Trinity  College,  March,  1882.  By  Frank  Austin. 
Post  8vo,  sewed,  6d. 

MODEST  IDYLLS  FOR  MUSICAL  SETTING.  By  Ernest 
Alfieri.     Crown  8vo,  sewed,  Is.   net. 

SONGS  FROM  THE  RAVEL.  (Words  for  Musical  Setting.) 
A  Book  of  Prose-Lyrics  from  Life  and  Nature.  By 
Ernest  Austin.     Op.  30.     Crown  8vo,  sewed,  2s.  6d. 
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7s.   6d. 

History   of   jMnsic.     Rittcr  ...     19 
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Great  Composers.    Cumberland  4 
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5s. 
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Johnstone      25 
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English  Glee  Composers.    Baptie       13 
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cussed.    Teetgen 7 
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History  of  Pianoforte  Music. 
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